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Chatter I 

CAN you WRITE FOR THE SCREEN? 

tiTT E just jotted his ideas down on the back of an 
envelope, that he mailed to a motion picture 
company, and he got a thousand dollars for the 
story." 

"She wrote it in one evening — and they paid 
her fifteen hundred dollars for it and asked her to 
do more photoplays for fhem." 

That’s the sort of thing that we all hear about 
writing motion picture scenarios. We hear that just 
anybody, in a few moments that they have to spare, 
can write a scenario and get a lot of money for it — 
that the motion picture companies are wild for 
stories and can't fitnd them fast enough. 

Now this not true- There have been a very few 
people who could, without previous training or expe* 
rience, write a story that would screen we]), and that 
tvould sell. In the early days of the motion picture 
industry, such cases were more common than they 
arc now, but even then they were few and fat be* 
tween. 

But — anyone can write for the screen; that is, any- 
one who has a feeling for the thing that makes a 
screen story, for the right kind of plot — anyone who 
has inventive ability, and can devise new situations, 
and show us old ones from an angle that is new 
enough to interest us; anyone who can show us every- 
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uch explanations as an inexcusable waste of his time 
nd is therefore prejudiced against your story from 
he starL What he wants to know is, — Is your story 
Iramatic? Does it hold the interest? Docs the 
ction develop naturally step by step? Is it logical? 
s it appealing? 

Even though the incidents included in a story did 
dually happen, they might not fulfill all the re- 
uirements of drama. And if your story has all these 
ualities the scenario editor won’t care whether it 
ver happened in real life or not. He will be too busy 
writing out a check for you. 


Chapter II 


WHAT Scenario editors want from 

YOU 

Y OU must write your story in synopsis form. 

That is, you must write your story — just what 
happens — and nothing more. That’s all the editor 
wants from you. He does not want long and detailed 
descriptions, because he hasn't time to read them. 
His desk is piled so high with manuscripts that he 
can hardly sec over it — manuscripts that his assistants 
have passed along to him, weeding them out of the 
thousands that pour into the office. You will readily 
sec that neither they nor he can read through hun- 
dreds of pages to find out whether your story is any 
good or not. They want to get just the kernel of the 
thing, at first. 

You may have heard that the story had to be sub- 
mitted in continuity form — that is, scene by scene, 
with every bit of the action given in detail. At one 
time this was so, but for some years continuity has 
been written only by those on the inside, who were 
trained to write it— and the outsider can’t do it. It is 
virtually impossible for the plot builder unacquainted 
with the inner rules and regulations of a motion pic- 
ture studio to prepare a motion picture story in con- 
tinuity. The continuity remains for the staff studio 
writer to prepare from the synopsis which you pre- 
sent 
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The synopsis should be so written as to catch the 
eye of the scenario editor readily, for this is a great 
sales factor. It should be as brief as possible com* 
mensuratc with the de^'clopmcnt of the plot; pre- 
pared in a workmanlike manner and, if possible, the 
first paragraph should be so written as to hold the 
attention of the editor so he will read further. In 
other svords, the preparation of the synopsis of a 
motion picture stor)‘ is just the old trick of writing a 
nc^vspapcr story all over again. If you will read the 
average column story in any well edited newspaper 
you will perceive that the first paragraph frequently 
contains a short and snappy resume of the entire 
article, devoid of all details. It is well to write a 
motion picture synopsis in like manner. 

This work requires thought. A well prepared 
ipopsis is not dashed off hurriedly, but is written 
and then rewritten. If possible, give the editor an 
idea of svhat it is all about in your first parafiraph, 
making it brief and snappy. Then, in your second 
paragraph, state your plot and continue right through 
to the finish, taking pains to avoid attempts at "fine” 
writing, and at all times trying to hit straight from 
the shoulder. 

The motion picture story synopsis docs not neces- 
sarily contain a mass of little details. However, if 
you have ideas for novel business that could be car- 
ried in the continuity it is well to embody this idea 
briefly in your synopsis. 

The synopsis should tell the editor the plot of th- 
itory; it should tell the editor the characterization 
10 




WHAT SCENARIO EDITORS WANT FROM YOU 


of the people who carry out the plot; it should give 
him an idea of the environment or locale of the story; 
it should carry the big climaxes as the plot develops; ' 
and it should always carry a happy ending, if possible ; 
getting away from the usual “chaste salute.” 

A synopsis for a two-reel picture story can be 
compiled in from two to three hundred words. It 
is principally the idea that the editor wants for the 
short length production. For a feature play a 
synopsis can be presented in from five hundred to nvo 
thousand words, fifteen hundred words being a happy 
medium. 

Always remember that the scenario editor is a' 
trained man, very frequently a graduate of the news- 
paper school which teaches observation and the knack < 
of knowing a good idea when encountered. So do 
not have any misgivings, as so many beginners do,' 
that the editor will not understand your idea unless > 
you go Into lengthy details and write voluminously. 
After all, it is merely the main or striking idea, the 
unusual twist of the story, in which he is interested. , 
Often the editor will buy just the main idea sub- ! 
miticd, throwing away all else contained in the ' 
story and, with his staff, will build around this idea i' 
an entirely new continuity in detail. 

So you will readily appreciate that the more clearly 
and the more briefly you present your idea in synopsis 
form, the better opportunity it will have for careful 
consideration. 

There is presented herewith a sample synopsis as 
prepared for production at the studio of the Uni- 
14 
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vcrsal Film Manufacturing Company, 
give you an idea of the way in which a moi 
turc story synopsis should be prepared. Thi 
has been produced and is fully protected by 
right 






‘THE DREAM GIRL” 


By George Morgan 

Rose Merton is returning home from an extended 
stay at an eastern college, planning to surprise her 
father. Her train is stalled. Rose wanders too far 
away and the train pulls out without her. Darkness 
overtakes her and a violent storm comes up. She 
takes refuge in a shack that is untenanted. Exhausted 
and frightened, she soon succumbs to the sleep that 
her tired mind and body crave. 

Buck Thompson returns to the shack after a trip 
to a nearby hotel where he has been seeking to forget 
the loneliness of riding fence. Buck is a recent ad- 
dition to the Merton ranch, one of the largest in the 
state and owned by Rosens father in conjunction with 
Hank Williams. Buck has been indulging in some 
“Angel’s Dream Cider” and is feeling decidedly 
happy. He is bringing a jug of it home with him. 
He discovers Rose asleep and thinks it might be the 
effects of the "Angel’s Dream Cider.” It is such a 
pleasant dream that he is loath to awake, and falls 
asleep himself. 

In the morning Rose awakens and finds Buck 
asleep. A mischievous idea comes to her and she 
straightens the bed as she has found it and steals 
away leaving Budt asleep in the chair. Buck 
awakens and to his disappointment and disgust finds 
15 




“THE DREAM GIRL" 


upon and captured by two of the rustler’s spies. He 
is brought before Williams. Williams sees a way 
to put Buck out of the running entirely. He has 
Buck bound, then starts with him for the ranch 
house, leaving his confederates to get the Merton 
stock. The rustlers discover Rose and a chase starts 
to capture her. Rose tries a desperate plan to lead 
the rustlers to the outfit’s camp and succeeds. The 
punchers chase alter them while Rose rides to the 
ranch house to telephone the sheriff. 

Williams brings Buck to Merton as a rustler, cap- 
tured by him after a fight Merton is about to tele- 
phone the sheriff when Rose arrives and claims Buck 
is innocent Williams accuses her of shielding Buck 
because she loves him. Things look bad for Buck 
when the outfit arrives with captured rustlers. Will- 
iams tries to discredit Rose by accusing her of spend- 
ing the night in the shack widt Buck. Explanations 
arc made that clear Rose and one of the rustlers ex 
poses Williams as their leader. 

All ends happily with Duck finding his ’‘Dream 
Girl" is his real girl. 

This sjmopsis should be accompanied by a cast of 
characters — a list naming each one, and telling very 
briefly who the person is. This should be written 
on a separate sheet of paper, and should be so placed 
that it is seen before the synopsis is read. 
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IIOW MUCH MATERIAL YOU NEED 


is to be added, for the sake of beauty or effect, that 
will be done when the story is screened. 

If it seems to you that your idea is not big enough 
for a five-reel picture, and yet is not the kind of idea 
that would make a two rceler, it may be that you 
have not fully developed it Study it carefully, and 
see whether in it something really happens — ^whether 
it is important enough, in itself, to be a screen story, 
or whether it is really not significant, but would 
work into a larger story well. Frequently we have 
a minor story told in a longer one; for instance, in 
“Hearts of the World,” the love story of “The Little 
Disturber” was a minor one, and yet was very in- 
teresting. In “Way Doxvn East,” the story of the 
professor and Kate, the Squire’s niece, was a minor 
one. , , 

Perhaps you have too much material. In this 
case, it is likely that you don’t know when your story 
begins and when it ends. Don’t let it just run on and 
on, after the teal meat of U has been used, and don’t 
begin it in the heroine’s childhood, or when the hero 
went to college, when the story actually becomes 
interesting long after that Try beginning your story 
at different points, just to sec what you can eliminate. 
Don’t let it be crowded with unnecessary incidents, 
just because you think they are interesting. 

Sometimes you can eliminate several characters by 
letting one of them serve two purposes. Don’t use 
any minor characters that you don’t have to. Con- 
centrate on a few people. 
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"WHERE TO BEGIN YOUR PHOTOPLAY 


write it. There may be several ways of working it 
out, and you’ll have to decide which is the best one. 

Test the incidents which you decide to use, to prove 
whether they actually add anything to the develop- 
ment of the story or not Try leaving out each one, 
and sec what happens. H it can be left out, drop 
it. Your story must be action all the way through 
— that is, it must progress in such a way that, if 
people did the things on the screen which your story 
makes them do, the audience would understand the 
story and be interested in it 

N ow, frequently a story which seems good will not 
"act”— -that is, won’t act on the screen, when nobody 
can say anything except in an occasional sub-title. 
Lillian Gish says that she can’t tell whether a story 
will act or not until she has seen it run through by real 
people. Try this out Two or three people can go 
through a whole story, working it out in terms of ac- 
tion, and you can tell in this way whether your story 
really has value or not 

If your story just goes on and on, and doesn’t seem 
to get anywhere, the chances arc that you haven’t 
anything to say— that you have chosen the wrong in- 
cidents with which to tell it, if it is a storj’ based on a 
theme, or that, if it has grown from an incident or 
series of incidents, the things which happen aren’t of 
interest. Then it must be developed differently. 

If 5*ou want to sec for yourself how one screen story 
T\*as built, read Leonard Merrick’s story, “The 
Laurels and the Lady,” and then tee the motion pic- 
ture called “Fool’s Paradise.” The m-o are abso- 
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lutely different, but the picture was suggested by the 
storj', some of the incidents of the storj’ were used, 
and others which seemed to the authors of the pic- 
ture to grow out of the theme suggested to them, were 
used. 
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Chapter V 

PLOT CONSTRUCTION 

W HETHER it be a novel, a short story, or a 
photo play, plot is the first essential. There 
is no such a thing as a new plot The best that can be 
done is to give the old plot some new twist or turn for 
novelty and freshness. 

Many critics will tcU you that the old “triangle,” 
that is, the love conflict benveen two women and one 
man or one woman and two men, is hackneyed, and 
yet what would fiction or the screen do without the 
“triangle?” 

Nearly every plot element can be found in the 
Bible. Romance, adventure, sex problems— all can 
be found within the covers of that Book of Books, 
if you but know how to look for them. Shakespeare 
knew this, and a number of his plots are but varia- 
tions of the old, old parables and stories which the 
Bible presents. 

If you live in a small towm, why not cast your char- 
acters, your plot and your atmosphere in the environ- 
ment with which you arc familiar? There arc just 
as many good stories, just as good characterizations 
and atmosphere to be unearthed in the village as in 
the city, if you have the talent to find them. 

One plot or one story will often suggest another, 
and legitimately so. For example an Edgar Allen 
Poe story might have suggested to Conan Doyle the 




PLOT CONSTRUCTION 


love with the preacher’s pretty daughter. He takes 
the text literally. Going to the clergyman he asks, 
“Say, Sky Pilot, do you mean that if someone hits 
me on one side of the face I’ve got to turn the other 
cheek to be hit also?” The preacher, sincere in his 
work, tells the westerner that it is so. And then the 
hero, who has been painted as a fighter, becomes a 
coward to all appearances. In a brawl he is smashed 
on one cheek and we see him rise and offer no resist- 
ance while his opponent smashes him on the other 
side of his face. Even the girl he loves, the clergy- 
man’s daughter, does not understand this attitude and 
believes him to be a coward. Of course, in the end 
the girl is in danger and our hero shouting, “cheek 
or no cheek, no one polls those things here,” in a 
rousing battle overcomes the villian and wins the 
girl. 

So here you sec how just one quotation from the 
Bible has been developed into a plot carrying ro- 
mance, heart interest and thrills. 

Frequently a plot will come to mind from some 
title or from a newspaper headline. It vs not wise, 
however to become inspired by newspaper stories, as 
it seems-to be the rule that whenever anything sen- 
sational occurs in the public prints, the scenario 
editor is deluged with plots similar in character and 
based on the same foundation. 

It is also well to remember, as we stated before 
that the writing of “vamp” plots and sex stuff is a 
waste of time for, with a few minor exceptions, the 
motion picture manufacturer is not in the market for 





PLOT CONSTRUCTldl; 

of introductory matter, finally ending 
The moving-picture lovers of today demand action 
and yet more action. They want something to hap- 
pen. This is a point of prime importance. 

Don’t write stories of western cowbcry life. As a 
general thing, unless a story is very unusually meri- 
torious, these are not desired from the outside writer. 
There arc several well known stars who have spe- 
cialized in western cowboy feature dramas, but you 
will notice that many of them arc slowly but surely 
entering into other characterizations. There is an 
over supply of western feature pictures. The short 
reel western dramas are usually “built” or written 
by the motion-picture studio staff. 

The best way to learn to write is to write. 

Perry N. Vekroff, now a successful director and 
writer of motion-picture plays, came to the author 
some years ago and asked how he could succeed in 
writing for the screen. He was advised to enter a 
newspaper office and work as a reporter, even though 
the remuneration was practically nothing. If you 
will look over the lists of successful fiction writers, 
yes, and those who have succeeded in motion picture 
story writing, you will notice that nine out of ten 
have been newspaper men or women. 

Work in a nevs-spaper office teaches one to write 
under difficulties; teaches observation; to know a 
story when one sees a story. It is a school where tenc 
and correct English is a requisite and is taught It 
IS the best shop in the world in which to learn the 
art of writing. 
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AIMING AT A STAR 


it won’t fit anyone else without extensive alterations. 
That means that months of work on your part arc lost 
if the star whom you had in mind svhen you wrote is 
taking a vacation, or has stories enough on hand to 
last for a year or two, or just doesn’t care for your 
story. 

It would seem that in a case of diis kind the ama- 
teur writer is between the devil and the deep blue 
sea. But there’s a way out. 

Aim between the special star target and the one 
that represents just a generally good story. For in- 
stance, let us suppose that your story has a society 
background — that the heroine is the Gloria Swanson 
type, wearing beautiful gowns, doing the proper 
thing. You can write that story so that it would suit 
any of the women stars who M such a part— Elsie 
Ferguson, Agnes Ayers, Norma Talmadge, or any 
of the others. You can afford to play up the hero- 
ine’s part if you hope that Miss Ferguson or Norma 
Talmadge will take it, because of their ability as 
actresses. But if it is impossible, develop j'our story 
so that it is well balanced, and could be presented by 
a good all-round cast. 

This gives you a broader market than if you aim 
at a star. It is well, of course, to study the different 
stars, learn what they do best, and sec how situations 
arc devised which give them a chance to see what the 
public likes best to sec them do. Wallace Reid, 
Constance Talmadge, Viola Dana and Bcbe Daniels 
are a few of the stars who have characteristics so 
clearly defined that they illustrate this point. 

37 





4i>. 





"'inhcr / ^enl. H, man . ..^ 

'>«, ani T'' ^ hi /i"' « m ;c 

h'''^nd of h ° .’“'®'«oce oV”^°"*P 0/ gf *as 
^°‘"‘°fvit°y ),,''^’P him 4®;" "-Ao 


X,g/ 

®« Aoiv’ J "'°“ c/iar- * "■“'' A; 

" "“O’, an?’ f”'' '>« can-! "*''--*/! ,„•/:? “’'f- 
OP tR\y sen i!" hct u- *'«’( 

"-“X' 

'Z,7 °Z’' 




HOW YOU CAN STUDY THE SCREEN 


Meighan and Gloria Swanson showed not so much 
character developmcntj perhaps, as character change. 
But that’s what you want — the effect of circumstances 
on character. 

Study the way in which everything is presented in 
terms of action — in the movements of people, not in 
what they say or think. 

You can learn as much from bad pictures as from 
good ones, sometimes; their faults arc likely to stand 
out so clearly that you can’t mistake them, and it’s 
interesting to work out a remedy. Then, too, the 
faults of a bad picture may show you what is wrong 
with one of your own stories. It may show you what 
in yours doesn’t “go,” why it doesn’t get any^vhcrc, or 
isn’t convincing. 

Find out, if you don’t already know, what type of 
story most appeals to you, and go to see the best pic- 
tures of that type that are screened. If you can’t go 
to see them, read about them in the trade journals. 
Learn how experts are doing that phase of the work 
which you want to do. 






Chapter IX 

WHAT A CONTINUITY IS 


A lthough there is no ch«nce for a free lance 
. writer, one rtot a member of the motion picture 
studio staff, or not familiar with the rules of a studio, 
to write and sell motion picture continuity nine out of 
ten writers for the screen are ambitious to become 
writers of motion picture continuity. Hence a chap- 
ter having to do with the technicalities of the con- 
tinuity will be of benefit to the reader. 

A feature continuity may consist of two hundred 
and fifty scenes or it may consist of three hundred and 
fifty depending on the length of the scenes and the 
character of the story. 

A two reel motion picture continuity will average 
approximately with closeups and flashes, one hun- 
dred and forty-five scenes. A five reel continuity will 
average three hundred scenes. 

All the numbered scenes, however, are not scenes 
in the strict sense of the word. There may be a three 
foot flash of a forest fire, or a five foot Bash of a 
character closeup, which carries a scene number. 

Many beginners and others interested in the con- 
tinuity end of the game ask primary questions such 
as “what is a scene" or “what is a closeup?" etc. 
These questions we shall endeavor to answer here. 

Study the continuity which is introduced in this 
volume and count the scenes. A scene, in the strict 
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WHAT A CONTINUITY IS 


four feet, yet it is Scene No. 50. Then we go back 
to the interior of the country club as in scene one, 
showing all the characters, with the two men still 
fighting. This would be Scene No. 6. Then Scene 
No, 7 where father bursts into the room and de- 
mands that the fighting cease. 

This, in detail, is what is meant by scenes in a con- 
tinuity and on the screen. 

There are many and various opinions as to the 
proper technique in motion picture continuity. 
Some companies have a policy of starting to build the 
story rather slowly, tunning perhaps one*half to a 
whole reel of introductory matter and planting of 
atmosphere, characters, etc. Other producers have a 
theory that the story should start very fast, with a 
tense scene, an idea similar to the one presented in 
this chapter, then if there is anything to explain, to 
do so later and as quickly as possible. 

Both forms of continuity are more or less success- 
ful, but in the opinion of the author the day is here 
when action, and yet more action, is desired, if the 
attention of the audience is to be held. This is the 
reason for the revival of the popularity of the two 
reel photoplay. 

There arc differences of opinion regarding the 
proper technique of the very beginning of the con- 
tinuity, some editors contending that after the main 
title of the story, credit titles, etc, the action should 
start and if a subtitle is necessary that it should be 
cut into, or in other words, inserted in the first scene. 
Other editors see no harm in giving a subtitle be- 
st 
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WHAT A CONTINUITY IS 


lour feet, yet it is Scent No. SO. Then we go back 
to the interior of the country club as in scene one, 
showing all the characters, with the two men still 
fighting. This would be Scene No. 6. Then Scene 
No, 7 where father bursts into the room and de- 
mands that the fighting cease. 

This, in detail, is what is meant by scenes in a con- 
tinuity and on the screen. 

There arc many and various opinions as to the 
proper technique in motion picture continuity. 
Some companies have a policy of starting to build the 
story rather slowly, running perhaps one-half to a 
whole reel of introductory matter and planting of 
atmosphere, characters, etc. Other producers have a 
theory that the story should start very fast, with a 
tense scene, an idea similar to the one presented in 
this chapter, then if there is anything to explain, to 
do so later and as quickly as possible. 

Both forms of continuity arc more or Jess success- 
ful, but in the opinion of the author the day is here 
when action, and yet more action, is desired, if the 
attention of the audience is to be held. This is the 
reason for the revival of the popularity of the ttt'o 
reel photoplay. 

There ate diflercnccs of opinion regarding the 
proper technique of the verj* beginning of the con- 
tinuity, some editon contending that after the main 
title of the ftorj', credit titles, etc. the action should 
start and if a subtitle is necessary that it should be 
cut into, or in other words, inserted in the first scene. 
Other editors see no harm in giving a subtitle bc- 
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WJIAT A CONTINUITY IS 


four feet, yet it is Scene No. 50. Then we go back 
to the interior of the country dub as in scene one, 
showing all the characters, with the m’o men still 
fighting. This would be Scene No. 6. Then Scene 
No. 7 where father bursts into the room and de- 
mands that the fighting cease. 

This, in detail, is what is meant by scenes in a con- 
tinuity and on the screen. 

There are many and various opinions as to the 
proper technique in motion picture continuity. 
Some companies have a policy of starting to build the 
story rather slowly, running perhaps one-half to a 
whole reel of introductory matter and planting of 
atmosphere, characters, etc. Other producers have a 
theory that the story should start very fast, with a 
tense scene, an idea similar to the one presented in 
this chapter, then if there is anything to explain, to 
do so later and as quickly as possible. 

Both forms of continuity arc more or less success- 
ful, but in the opinion o( the audior the day is here 
when action, and yet more action, is desired, if the 
attention of the audience is to be held. This is the 
reason for the revival of the popularity of the tsvo 
reel photoplay. 

There arc differences of opinion regarding the 
proper technique of the very beginning of the con- 
tinuity, some editors contending that after the main 
title of the story, credit liilcs, etc. the action should 
start and if a subtitle is necessary that it should be 
cut into, or in other n-ords, inserted in the first scene. 
Other editors tec no harm in giving a subtitle bc- 
S1 
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WHAT A CONTINUITY IS 


on a closeup of the heroine with the glycerine tears 
dropping from her lustrous eyes. This is always ef- 
fective at the end of a big scene. 

Ten years ago, and even more recently, the closeup 
in a continuity was unknown to the director. All the 
action was taken in long shots, that is, scenes photo- 
graphed some distance away from the camera. It 
was Griffith, we believe, who first used the closeup. 
This is effective in the continuity, coming from the 
long shot to a closeup to impress upon, the audience 
some particular expression, or to characterize more 
emphatically the principals of your drama. 

Closeups vary from the very closeup to those used 
as a medium between the long shot and the very 
closeup. A very closeup shot permits only of the 
face of the actor being shown, or perhaps, some in- 
animate object which is very essential to the drama. 
A semi-closeup permits of more than one object or 
one character being shown. These shots are all used 
for variety or dramatic relief, for if the drama is not 
varied, that is, if a picture consists of five reels of 
action photographs in long shots it would be some- 
what monotonous, and would fail to bring the audi- 
ence close to the characters of the story. 

A motion picture continuity consists of interior 
and e.xterior scenes, a proper continuity includes, 
first a synopsis, a subject we have taken up in another 
chapter, then the location sheet, which is drawn up 
for the convenience of the production department, 
and then the scenes, exteriors and interiors, closeups, 
iris shots, etc. The title includes the main title, then 
S3 
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WHAT A CONTINOITiy IS 


and with an eye to the sales department of his com- 
pany. 

When the editor and the continuity man have 
agreed upon the continui^, the director is called into 
conference and proceeds to give his ideas and sug- 
gestions, and then the continuity is finally revised and 
is ready to be produced. In the e ar ly days of mo tion- 
pictur&_production th£.ditector-was..fceftuent^ ^all 
powerful^.'^vhen.Jt continui^ wa^ considered and even 
after. the completed sctiptwas agtecd upon by flU in- 
ferested the director would gqgayly forth and^ be- 
coming inspired, would embody a lot of original 
business in the story so that it appeared entlrely.dif- 
ferent on the screen from the story decided upon. 
This policy however, proved a mistaken one and the ( 
producer discovered that often much time and moneyjj 
were lost in this manner. 

The scenario editor is a very important function' 
ary because he not only must be a writer with a keen 
sense of dramatics, but he must understand the policy 
of the producing company for which he works, and 
he should also have had experience in the sales end of 
the business. In fact this last is becoming a prime 
requisite, for it is very easy to produce a picture 
which may please the various boards of censors but 
may not appeal for export purposes and thus the com- 
pany will lose money on the production. The scen- 
ario editor will keep in touch with the tastes of for- 
eign countries, for the exporting of films made in the 
United States is an important and lucrative end of 
the film Industry. 
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WHAT A CONtlNUITV-: IS 


good work. Others with greater r^utaVllio^^for^.*; 
successful continuity writing receive one hundreds 
and fifty or two hundred dollars per reel. 

As previously stated, it takes years of study and 
much experience in motion-picture industry to be- 
come a successful continuity writer, and unless those 
who read this chapter have an opportunity for em- 
ployment in a studio, so they can study the methods 
of preparing the story, supplying sets, direction, etc., 
and get into the atmosphere of the studio, it is prac- 
tically impossible for them to succeed along this line. 
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THE PHOTOPLAY IN 'HVO REELS 


ences will countenance no other procedure. There 
are a number of instances where the unhappy or “log- 
ical” ending of the photoplay drama has been carried 
through to a finish, but in nearly every instance a 
ne^v sequence has necessarily been prepared for the 
production and the unhappy ending eliminated. 
Film producers are not in business for their health 
and must have money to carry on production. It is 
believed that audiences everywhere experienced 
enough of gravity and sorrow during the world war, 
and people will not tell their friends to go to see a 
picture play in which the finish docs not reunite the 
lovers in the usual happy manner. This rule applies 
to all motion picture productions, whether they be in 
six, five, nvo, or one reel lengths. 

It is very difficult to purchase stories suitable for 
two reel film productions in the outside market. 
The free lance writer aims higher and scorns the one 
hundred or nvo hundred dollars offered for the plot 
to carry in ^vo reels. He prefers to send his plots to 
the feature film market, hoping to be more largely 
remunerated. This, in our estimation, is a mistake. 
Many a writer can prepare a plot synopsis not ex- 
ceeding five hundred words and be paid one hundred 
dollars for it, when the same story will not contain 
sufficient action and love interest to be salable for five 
or more reels. On the other hand, the professional 
writer, who knows this fact, has a similar weakness. 
He evolves a motion picture plot which he knows 
would command attention, from its novelty and 
action and freshness, and feels that its sale is assured 
61 



Chapter X 

THE PHOTOPLAY IN TWO REELS 

I T requires more experience, more originality, and 
more technique to properly prepare a two reel 
story, in plot and continuity, for the motion picture 
screen than it does for the five reel feature. 

This statement may sound strange to the uniniti- 
ated, but to those of long experience in writing plots 
and preparing continuities for motion pictures it is 
not at all inconsistent and will be upheld by those 
who are wise in their profession. The explanation is 
not hard to find. The two reel motion picture, be it a 
drama or comedy drama, or a story of western atmos- 
phere, carries every clement contained in the five 
reel production ; it must present these elements plaus- 
ibly, smoothly and interestingly and must do it all in 
two reels, or approximately nineteen hundred feet of 
film, with subtitles. There must be the opening of 
the story, the building and the plot development; the 
big situations and the climax; comedy relief and a 
happy ending. 

And remember this: write no story that does not 
end happily, or in other words, satisfactorily to the 
audience. There is no doubt that many fine dramas 
strictly true to life have become artificial and lose 
their convincingness to thinken in movie audiences 
because of the warp and twist in the final ending to 
make the action end happily. Nevertheless, audi- 
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cnees will countenance no other procedure. There 
arc a number of instances where the unhappy or “log- 
ical” ending of the photoplay drama has been carried 
through to a finish, but in nearly every instance a 
new sequence has necessarily been prepared for the 
production and the unhappy ending eliminated. 
Film producers arc not in business for their health 
and must have money to carry on production. It is 
believed that audiences everywhere experienced 
enough of gravity and sorrow during the world war, 
and people will not tell their friends to go to see a 
picture play in which the finish does not reunite the 
lovers in the usual happy manner. This rule applies 
to all motion picture productions, whether they be in 
six, five, two, or one reel lengths. 

It is very difficult to purchase stories suitable for 
two reel film productions in the outside market. 
The free lance writer aims higher and scorns the one 
hundred or csvo hundred dollars ofiered for the plot 
to carry in two reels. He prefers to send his plots to 
the feature film market, hoping to be more largely 
remunerated. This, in our estimation, is a mistake. 
Many a writer can prepare a plot synopsis not ex- 
ceeding five hundred words and be paid one hundred 
dollars for it, when the same story will not contain 
sufficient action and love interest to be salable for five 
or more reels. On the other hand, the professional 
writer, who knows this fact, has a similar weakness. 
He evolves a motion picture plot which he knows 
would command attention, from its novelty and 
action and freshness, and feels that its sale is assured 
« 



to the editor of the short reel department. Yet this 
writer, although there is not material enough in hi! 
story to carry it further, will not let it go for that 
price, and holds it believing that later he will be able 
to amplify the plot and be paid five hundred dollars 
or more for it instead of one hundred dollars. Nine 
out of ten of the professional screen writers are doing 
this very thing. 

Another fact is, that many would-be writers aim- 
ing to succeed in the photoplay market, are better 
adapted to write successfully for two reel dramas 
than for the more pretentious stories. This if, seem- 
ingly, a characteristic of the writer. His tempera- 
ment, his ability to build situations, his experience 
and his observations of life all, undoubtedly, have an 
important bearing on the matter. The rule is the 
same as the rule which holds that some men and 
women are better adapted to writing comedy plots 
than dramatic productions, or vice versa. No one 
can explain it, It is simply an inherent talent of the 
writer. 

Of the two reel productions in vogue, both in the 
United States, Canada, and for foreign export, the 
ttvo reel western story seems destined to go on for- 
ever. Ever since the old days, when the "movie" m- 
dustry was in its infancy, the "bold, bad man” of the 
west, quick at the trigger and a master horseman, hit 
disported in movie land. It is true that the demand 
for western features of five or more reels has declined 
from time to rime, but, with slight market variations, 
the nvo reel western drama has gone on, and today 
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even more numerous and popular than ever before. 
One reason for this is the cheapness of production. A 
western street set and the open country; the star, the 
heroine, the old ranch house and a half dozen cow- 
boys being about all the essentials for a two reel 
western production. And, too, the short western 
drama lends itself to unlimited action, the hghting, 
the horsemanship, the cattle rustling, and various 
other stunts performed all being calculated to add 
variety and interest to the picture. 

Herewith is a sample continuity of a nvo reel 
story. This was produced, exactly as written, by the 
Universal Film Manufacturing Company at Univer- 
sal City, and is protected by them by copyright. 
Contrary to the continuity taken from the Pocock 
novel in the following chapter, this continuity was 
written from an original story intended for a two 
reeler. This will give the reader another angle as 
to the preparation of a continuity. Note the number 
of scenes, the method of building up the story; how 
the subtitles are worded; and other technical items 
having to do with this continuity', and see how in a 
more restricted space, the same effects arc gained as 
in the longer manuscript. You will find that it car- 
ries the six reel story boiled down, containing atmos- 
phere, climax, and in general versatility being as in- 
teresting, perhaps, as the feature continuity'. In other 
words, the two reel drama is a tabloid drama, a feat- 
ure film concentrated, and \ve repeat that in many of 
its details is the more difficult to prepare, so that 
the story will continue smoothly to its appointed end. 
& 
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picture producer cannot go to China to put on a two 
reel story, nor a five reel feature. Give the producer 
something that can be produced largely at the motion 
picture studio, and in the surrounding territory. 

Here is the two reel continuity. 

“THE CALL OF THE BLOOD" 

Locations 

Below Ate the tiumbeis ot ttw sccocs which ate to be enacted 
in this setting: 

Inttriort 

1 — Int Gambling House 

2— Int. Living Room 

^—Int. Bunhhouse 
4~Int. Ruth's Bedroom 
Exttmrt 

5~-Ext, Rsnch Counti7 L 

fr-Ext. Corral 2. 3,4, S, 6, 8. 9 and 11. 

7— Ext. Near Corral 7. 

8— Ext. Ranch House 10, 12. 13. 15. 17. 18. 19, 

20. 21. 22. 27. 29, 31. 33. 
53, 54, 55. 56. 58, 60. 61. 
70. 72, 76 and 125. 

9— Ext. Gambling House 25, 50 and 93. 

10 — Ext. Real Estate OiSce 26, 47, 51 and 52. 

11 — Ext Bunfchouse 43. 

12— Ext. Near Bunkhouse 42 and 44. 

13— Ext. Near Ranch and House 57, 59, 67, 69, 71, 74, 78, 

so. 104, 126. 127. 123 
and 129. 


14. 15. 23, 24, 94. 95, 96, 
97. 98. 99, 100, 101, 102 
and 103. 

28, 30. 32. 34, 35. 36. 37, 
38 and 39. 

40. 41. 45. 46, 48 and 49. 

64 and 66. 


67 




o p 

,: 2 ‘ 

S..^ 6 ,c 

J" l^U.roTl"' "" "‘«'''- 


63 and 68 
iI3. 

73, 7? y- ^ 

/®""J J/ 6 . 

I2L 

"Id /2^_ 


Wnro.v'^^ ’'" 

O' rJ:i ’^■■'^" °' ' 

- ®‘'*nru. ''"’“■'"‘J ^"' '"■■'“Shot 

^"* «w R„„ o, ,„. , ■ 

o ' 

- "" • r,,z !::’::f;;'’^- «<» 

'"2 Cbu^i ‘""''■'W 

«iadi^p j *7, ^ 

“Ounr, ^d/r *A/,rf /, , 

't' •'*'' r»» '■'’ 

•■ 4 *.^i n, 

is 




THE PHOTOPLAY IN TWO REELS 


ScENB 4 — Ext. Corral 

Bob shakes his head and smiles as he sees ihe rider thrown— 
one of the two punchers comes to hiai — sayiJ 

Subtitle : “ Tain’t No Use Per Us to Try Ajor hloRE, 
Bor . . . That Cayusb Is a Bad Actor — R tcnaN You'll 
Have to Take Him Yourself.** 

Bob looks toward the corral thoughtfully — then nods — exits 
with puncher— 

Scene 5 — Ext. Corral 

Puncher who was thrown and the other one finally succeed in 
catching the bronco and hold him as Bob and puncher come on — 
Bob goes to horse's head — talks to him to quiet him as he strokes 
him gently — then works his way to saddle— makes a quick Jump 
and lands in the saddle— punchers let go— bronco starts to cut up- 
cut in cioseups according to action— of Bob on brone and of 
punchers watching— Bob subdues the brone snd turns him over to 
the other punchers to look after— punchers lead brone off— Bob 
looks after them— 

ScEKi 6 — Ext. Same Location. Closbuf 

Of Bob looking after the punchers taking the horse away— 
turns and looks toward where the horse is (out of picture)— an 
affectionate smile comes to his Ups — be whistles— 

SuETiTtB.' His One and O.vty "Pau** 

Scene 7— Ext, Near Corrau Close Shot 

Of “Pal"— Bob's horse — ^looks up snd toward Bob at the 
whistle — goes out of scene toward Bob— 

Scene 8— Err. Corral 

“Pal" comes on to Bob— rubs his nose against Bob’s arm to 
attract his attention— Bob pretends that he doesn’t tee him— then 
he tuna to the horse and laughs as he pets him affectionittly. 
Scsxi 9— Err. Same Location. Close Shot or xjtE ‘Tsto. 
Bob showing his great affection for the horse — the horte rub- 
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ScEKz i — Err. Corkal 

Bob shakes his head and smiles as be sees the rider thrown— 
one of the two punchers comes to hiia— says: 

Subtitle: “ Tain't No Use Fee Us to Try Any More, 
Bob . . . That Cayuse Is a Bad Actor — Reckon You'll 
Have to Take Him Yourselp." 

Bob looks toward the corral thoughtfully — then nods — exits 
with puncher — 

Scene 5 — Ext. Corral 

Puncher who was thrown and the other one Bnally succeed in 
catching the bronco and hold him as Bob and puncher come on— 
Bob goes to horse's head — to lum to quiet him as he strokes 
him gently — then works his way to saddle — makes a quick jump 
and lands in the saddle — punchers let gD^bronco starts to cut up — 
cut In closeups according to action — of Bob on bronc and of 
punehen watching — Bob subdues the bronc and turns him over to 
the other punchers to look after— punchers lead bronc off— Bob 
loob after them— 

Scene ^Ext. Same Location. Ciosbup 

Of Bob looking after the punehen taking the horse away— 
turns and loob toward where the horse is (out of picture) — an 
affectionate smile comes to his lips— be whistles— 

SuBirriB; His One and Only “Pau" 

Scene 7 — Ext. Near Corral. Close Shot 

Of "Pal” — Bob’s horse — loob up and toward Bob at the 
whistle — goes out of scene toward Bob — 

Scene 8 — Ext. Corral. 

"Pal” comes on to Bob — rubs his nose against Bob's arm to 
attract his attention— Bob pretends that he doesn't see him — then 
be turns to the horse and laughs as he pets him affectionately. 

^ Scene 9 — Ext. Same Location. Cu»b Shot or the Two. 

Bob showing his great affection for the horse— the horse rub* 
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he has seen — suddenly realizes its import — his mouth tightens in a 
grim L'ne as he heads his horse toward Dick — 

Scene 78 — Err. Near Ranch House 

Ruth runs to Dick — both are aiuuous in their manner — he 
puts her grip in the buckboard and helps her in — looks about 
quickly and starts as he sees — 

Scene 79— Err. Roab 

Flash of Bob heading toward Dick — 

Scene 80 — Err. Near Ranch House 

Dick tells Ruth — Ruth looks ofi in alarm — Dick jumps into 
buckboard — lashes the horse — drives off — both look back 
anxiously— 

Scene 81 — Err. Road 

Bob urging his horse on— <houl$ to the oiher»— 

Scene 82— Ext. Road 

Buckboard on from behind camera— Dkk lashing the horse— 
Ruth looks back with frightened eyes— Bob dashes by in pursuit- 
draws up to the buckboard — 

Scene 83— Ext. Road from Different Ancle 

Buckboard approaching camera— Bob alongside— throws him- 
self from his own hone to the one in the buckboard — brings it to 
a halt— slips off the horse’s back and holding the bridle turns and 
faces the others— Ruth looking at him with frightened eyes— Dick 
defiantly — 

Scene SI — Err. Same Locatwn 

Close shot of Dick and Ruth — Dick steals a glance at Ruth — 
she looks at him helplessly — Dick turns toward Bob with an air 
of bravado— orders him to let go of the horse— raises the whip 
threateningly — 

Scene 85 — ^Ext. Same Location 

Closeup of Bob— looks at Dick with quiet determination— 
slowly shakes his head — 
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Subtitle: “I'm Sick of iYouk Fbeaching — I'm Going 
TO Do AS I Please." 

Dick turns angrily and exits — Bob looks after him sadly— 
Scene 90 — Ext. Same Location 

C. U. of Ruth — looking after Dick — the glamour of the 
romantic elopement has worn off — there is an expression of doubt 
in her eyes as she looks after him — 

Scene 91 — Ext. Same Location 

Full shot— Bob turns and looks at Ruth — sees she is looking 
after Dick — picks up the whip that Dick bad thrown down and 
hands it to her — she takes it without a word and picking up the 
reins starts to turn the buckboard without vouchsafing Bob a look 
— Bob walks towards his horse that is grazing nearby— 

Scene 92— Ext. Same Locaton by Horsb 

Bob comes on to hone slowly — mounts — looks off after Dick 
—shakes his head sadly — then heads for the ranch — Fadt Out— 
Subtitle: Thinking That Ruth Is Pining for DicKj 
Bob Goes in Search or Him. 

Scene 93— Ext. Golden Chance Gambung IIall 
Bob rides in— dismounts and enters— 

Scene 9-^— Int. Gambling Hall 

Full shot showing merr at tables, etc, gambling — and dandng 
going on— Bob enters — stands in doorway— 

Scene 95 — Int. Same Location 

C. U, of Bob in doorway — looking around— sees— 

Scene 96 — Int. Same Location 

Flash of men playing cards at table — Dick among them — 
Scene 97 — Int. Same Location 

Full shot — Bob leaves door — goo to table where Dick is 
playing— 

Scene 98 — Int. Same Location 

Med. shot at table — Bob on to Did: — Dick scowls when he 
secs Bob — Bob starts talking to him — 
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Surrmt: Bull Jackson, PaopatrroR or tUE Golden 
CjiANCE A.VD All Around "Bad Man." 

Scene W — Int. Same Location 

C. U. of Jackson looking afoun<I — his eyes narrow as he 
aces — 

Scene IOO — Int. Same Location 

C. U. of Bob and Dick — Bob trying to persuade Dick to 
leave with him — Dick refuses defiantly — Bob good naturedly puts 
his hand on Dick’s arm — trys to puU him away— Dick throws his 
hand off — 

Scene 101 — Int. Same Location 

G U. of Jackson— leatching scene— an ugly expression conses 
into his face— os he sees Bob interfering with one of his customers 
—be exits toward them— 

Scene 102— Int. Same Location 

Jfed. shot at table— Bob is trying to force Dick from tabl^ 
Jackson on grab Dob— puds him away— looks at him threaten- 
ingly— as he warns Bob to leave Dick alone— Bob comes back at 
him— Jackson loses his temper, makes a pass at Bob— Bob dodges 
the blow and lands one on Jackwn — fight starts — 

Scene 103 — Int. Same Location 

Full shot — of fight — some of Jackson’s henchmen come to his 
aid — Bob fights the whole bunch — Bob has the gang licked — he 
looks around — no one wants more — he goes to Dick — grabs him 
by the aim and asks — 

Subtitle: "Are You Going with Me Peaceablv or 
Must I TAKE You’’? 

Dick starts to piotesl — Bob without a word drags him from 
the saloon — Fude Ou/ — 

Subtitle: Jackson's Scheme tor Revenge — and 
pRonT. 

m 
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Scene 104 — Err. Near Ranch. Fade 

Diet, Jackson disc. Diet talkiog — all fuitive innlSJ"******^ 
— Dick says 

Suettoe: •'EvEaYTiiiNC's Fixed— The Outfit's Away 
So We Can ” 

Jackson grins in satisfaction — slaps Dick on the back — they 
slip away together — 

Scene 105 — Err. Open Country 

Bob ridis in— polls np— looks ofi searthingly — 

Scene 106 — Err. Open Country Road 
Flash of sheriff and a few men — 

Scene 107— Ext. Open Country 
Bob rides out to meet the sheriff— 

Scene 108— Err. Road 

Rustlers waiting— Dick and Jackson on to them— Jackson 
givea them hurried instructiott— all sneak off— 

Scene 109— Err. Road 

Sheriff and others — ^Bob in to them— sheriff questions Bob- 
Bob shakes his head— sheriff tells him— 

SuBTrrLB: "Jackson and His Gang Headed Out This 
Way — I Think They're Up to Mischiep." 

Bob questions the sheriff — then rides with them toward 
ranch — 

Scene 110 — Err. Barn 

Dick, Jackson and rustlers on and into barn — 

Scene 111 — Err. Road 

Flash of Bob and sheriff’s posse riding towards ranch — 
Scene 112 — Err. Barn 

Rustlers leading horses fiwn bam — 

Scene 113— Err. Near Barn 

Posse rides in — dismount — exit toward barn — Bob leading — 
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WRITING 


for the motion picture screen. The reason for this 
is that in a majority of the “six best sellers" only a 
few of the principal characters, the bare outline of 
the plot and the atmosphere of the locale of the story 
can be utilized. It, therefore, depends upon the film 
continuity writer, with or without the aid of his 
scenario editor, to introduce the necessary action. 

It must also be remembered that the greater num- 
ber of the popular novels depend a great deal upon 
descriptive matter, and probably we are safe in say- 
ing that they are in the proportion of one-third ac- 
tion and the other two-thirds characterizations and 
word paintings. “Word paintings" cannot be used 
on the animated screen — action is all that is required. 

The additional value of the popular novel for film 
purposes is very often the poster value of the title of 
the book and the name of the author, and because of 
this, popular novels have commanded large sums in 
the photoplay market, five thousand dollars being a 
minimum price for the film rights of a widely read 
book, while seven thousand five hundred and ten 
thousand dollars are not extraordinary sums to be 
paid by any means. Just the same, the book docs not 
make as good a film as does the original morion pic- 
ture story. 

The continuity which is presented in this chapter 
\v2i written by Mr. Fred Myton and is copyrighted 
by the United Picture Theatres, Inc. 

A motion-picture continuity taken from a book is 
technically the same as one taken from an originsl 
story or from a plot written expressly for the screen. 
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As stated heretofore, it is only for the reason that 
this continuity was produced almost exactly as writ- 
ten and will appeal not only to those interested in 
feature film continuity but also to those who have 
known and loved this novel, that it is presented. 
Please note the location sheets, exteriors and interiors. 
You will observe that the exterior locations greatly 
exceed in number the interior locations. This is be- 
cause from a standpoint of expense an exterior loca- 
tion is more desirable than an interior. Interior loca- 
tions in motion-picture plays frequently mean that 
special sets must be built, while exterior shots are 
not so costly. These location sheets go to the pro- 
duction manager and to the “location man,’’ so called, 
who prepare therefrom the special sets and the ex- 
terior locations desired. 

Here are parts of the continuity: 

"A MAN IN THE OPEN” 

By Roger Pocock 

Screen Version by Fred Myton 

Scene 1 — ErrEcr of Storm akd Rough Water 
Dissolve to. 

Scene 2 — Exterior Stern op Schooner 

Studio »et agiinst black backing. WTjeel foreground and 
the curred stem nil in back. Source of illumination is the bin- 
nade light with the uitemiuent flashes ci lightning. Rain and 
wind effect. 

Tj-pical Down Eat schooner captain at wheel, wearing 
Sou’wester and tnl-skins. Straining every muscle as he struggles 
with the wheel, an air of tense nervous exdtement. Jesse Smidi 
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Scene 7 — Shot Over the Water at Night 
Signal rocket seen in the distance. 

Scene 8 — Seui Cusseup of Two Cowboys. Same as Scene 6 
Both are looking out in the direction of the gulf. Turn to 
each other and make some remark about ship that is sending 
up the rockets. Indicate that it is in no way possible for them to 
help the ship that is in distress. Turn back and continue looking 
in the direction of the gulf. 

Scene 9 — Exterior Stern op Schooner. Same as Scene 2 
Jesse still struggling with the wheel. Captain sends up a 
rocket shortly after the opening. Is getttng another ready to send 
up, then a stream of water from the fire hose is turned directly 
on the box containing the binnade light, knocking it out of the 
picture. 

Scene 10 — Exterior Low, Fiat Beach. Day Sequence 
Iris OH Title: Sunrise on the wind-swept shore of Southern 
Texas. 

Dissolee Title le 

Water line quite a little back from foiegtound. Jesse wear- 
ing his life preserver, is back in the water about waist deep, wading 
slowly and wearily front He comes well up on the land and 
turns to look back at the scene. 

Scene II— Semi Closbup of Jbsse. Shootino Inland 

Title: Jesse Smith— a product of the Northern vroods, as 
natural and unworldly-wise as the beasts that roamed his native 
forest. 

He is looking o\jt over the ocean leflertlvtly as if wondering 
how he ever made it to shore. Hb attention is called to the life- 
preserver that he is wearing and seeing no further need of it, he 
takes it off and drops it down on the sand. Tries weakly to exit 
and sinks to the sand in exhaustion. 

Scene 12— Exterior Low, Roluno Country Supposedly 
Southern Texas 

Brookes enters near foreground horseback, driving four or 
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ScsNB 18 — Same AS 16. LoscaSnor. Shootinc Inlako 
Jesse in foreground loobng back. Brookes drives his horses 
in from around dump of brush in back, and he himself follows 
shortly afterwards. Jesse getting lo his feet right at the opening. 
Brookes pulls up his horse, very much startled and surprised and 
half reaches for his gun. 

Scene 19 — Closeup or Bkookes 

Looking at Jesse seardringly. Is reBeved at Jesse’s appear- 
ance and the tensity of his attitude somewhat relaxes. He speaks 
Insert Title: 

“Howdy stranger — ^what )-ou doin’ 
in this country?" 

Deck: Waits for an answer. 

Scene 20~Cu)sbup op Jesse 

He smiles slightly in a whimsical manner and replies. Insert 
Title: 

“This country just happened to 
be here when I swum up." 

Deck: Indicates the ocean with a wave of bis hand and tells 
about being ship wrecked, 

OMITTING SCENES 21 to 223 
ScE.SE 224 — Semi Clossvp or Jesse anp Kate 

Both ate watching Trevor with horrified exptesdon on their 
faces. Kate covers her face with her hands. 

Scene 225— FtAsii or Teevoe S-ntuocuNc ly the Water 
Scene 226— Estekioii Rntx Bank 

Shot to include the three. Jesse impulsltelf starts to Trevor’s 
Kscttc. Brown stops him said says “Not a chsntt.’’ FoinU oH. 
Scene 227— Flash or RAttos 
Scene 22S— 'TREvoa Strvccuno in the Water 
Scene 229 — River Bank. Semi Cidsivp op the Grove 
Showing by their expression that Trevor is drowned. Kate 
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Intert Title: 

“Yon'ie i h«»p better patient than Jones— 

She most generally kicb me out of the 
stable when I touch her sore leg." 

Bad: Kate laughs delightedly at his way of looking at 
things and Jesse smiles in sympathy with her laughter, He 
straightens up on the bench, where he Is sitting near her. And, 
resting bis hand on his knee, gazes off into the distance. Kate fol- 
lows the direction of hts gaze and both fall into a rather musing, 
potslve silence. 

ScsNE 235 — Distant Shot, Shootinc Down on thb Tops 
OP PiNB Trees. 

Are some interesting bit of wild animal life — anything to be 
in keeping with the atmosphere of the scene and locale. 

Scene 236^b.s(i Closeup op Katb and Jesse 

Both looking off with the same pensive expression. Kate 
smiles a little and unconsciously puts her hand over on the top of 
his hand that is resting on his knee. He looks down at the hand 
smilingly and then becomes aware of this and looks down at Oie 
hands. Slowly lilts her eyes to his and they smile understand- 
Ingty. Iris Out, 

Scene 237 — Exterior Rucceo Wilderness. Day Sequence 
7rtr h on Title.- In the spring following their marriage, 
Brookes appeared from out of the past like a bird of ill omen. 

Brookes, \Vhlskers and Billy In the lead riding front The 
stolen stock in back of them and the cither two outlaws bring- 
ing up the rear. Billy is all swelled up with pride and talk- 
ing with an important air. He pulb up in F. G. and indicates 
the surrounding country with a wave of his arm as if telling them 
that this is the place for them to stop. IVhiskers and Brookes 
Stop and look around with an air of satisfaction. They talk to- 
gether lor a moment, then Brob^ receives some directions from 
Billy and rides out, Wlaske is calls back to the other two outlaws. 
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Iniert Title; 

"You’it & heap betttr patknt than Jones — 

She most generally kicks me out of the 
stable when 1 touch her sore leg." 

Baei; Kate laughs delightedly at his way of looking at 
dilngs and Jesse smiles in sympathy with her laughter. He 
stiaightens up on the bendi, wheie he is sitting near her. An4> 
resting his hand on his knee, gaaes off into the distance- Kate fol- 
lows the direction of his gaze and both fall into a rather musing, 
pensive silence. 

Scene 235 — Distant Shot, Shooting Down on the Tops 
OP Pine Tebes. 

Art some inteiesting bit of wild animal life— anything to be 
in keeping with the atmosphere of the scene and locale. 

Scene 236— StMt Cwseop op Kate anp Jesse 

Both looking off with the same pensive exptes«on. Kate 
smiles a L'ttle and unconsciously puts her hand over on the top of 
his hand that is resting on his knee. He looks down at the hand 
smilingly and then becomes aware of this and looks down at the 
hands. Slowly lifts her ^es to bis and they smile understand- 
ingly. Iris Out. 

Scene 237 — Extemor Rucced Wiiderness. Day Sequence 
Irie in on Title: In the spring following their marriage, 
Brookes appeared from out of the past like a bird of ill omen. 

Brookes, Whiskers and Biily in the lead riding front. The 
stolen stock in back of them and the offier two outlaws bring- 
ing up the rear. Billy is all swelled up with pride and talk- 
ing with an important air. He pulls up in F. G. and indicates 
the surrounding country with a ivave of his atm as if telling them 
that this is the place for them to stop. Whiskers and Brookes 
stop and look around with an air of satisfaction. They talk to- 
gether for a moment, then Brookes receives some directions from 
Billy and rides out. WTiiskers calls bad: to the other two outlaws. 
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ScEKB 23 S— Eitewor Dookwav or Jesse's Cabw 

Semi CtosEUP op Kate standing in doorway gazing eS 
into the distance with ai pensive, happy smile. 

Scene 239 — Extewor Rccced Country 

Jesse riding front. Suddenly pulls up in F. G. with an air 
of surprise and looks off. 

Scene 240 — Eiterwr. Same as Scene 237. A Distant 
Shot, Shooting Down on tub OtrrtAW Ca-mp. 

Genera! air of activity with them mating camp. 

Scene 241 — Entewor Same as Scene 259 

Semi Closeup of Jesse looking down on the outlaw camp 
with a very thoughtful air. 

Scene 242 — Exterior Jesse's Cabin. Shootinc Alono 
Front of Cabi.v 

Kate still standing in F. G. Brookes rides la back. D^* 
mounts and comes up to her. Removes his bat with quite a flouru 
and botvs. Imtrt TUU: 

“I called to see Mr. Smith oo a 
matter of business.” 

Back 1 Twirls the end of his mustache and looks at ber wi 
his best "Lady killing” manner. Shows that he is very 
taken by her appearance and looks at her appreciaunglf- ' 
on the other hand, is far from impressed by him and sho^vs »n 
stinctive dislike for him but the laws of hospitaLty must e ® 
served. She informs him that Jesse is not at home just 
indicating the open door asks if he will come in and ^ 

thanks her very profusely, very much exaggerated in ail ’ 
of put-on politeness. He indicates that she precede him W 
both exit into cabin. 

Scene 243 — Interior Jesse's Cabin , 

Brookes and Kate entering. He looks around with 
interested superiority, *'\Vhat a charmingly 
AU his mannerisms showing that he is trying to ma e a 
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Taking her for an unsophisticated backwoods girl he thinks to 
impress her with his air of srorldiness. Door opens in back of 
them. Mrs. O'Flynn sticks her head in and looks at them curi- 
ously a moment, then withdraws her head and closes the door. 
Brookes drapes himself gracefully by the fireplace, talking to her 
and twirling his mustache. 

Scisa 244 — ^Exterior Jesse's Cabik 

Jesse rides in. Looks ifl surprise at Brookes* horse. Dis- 
mounts and exits into cabin. 

ScEMB 24 S — Interior Jesse’s Cabin. Semi Closeup iHitsE 
Door 

Jesse enters and pauses in surprise upon seeing Brookes, and 
is not at all agreeably surprised. After the iint flash of expression 
that betrays his true state of mind, he composes his expression bo 
as not to show his dislike of Brookes and exits F. G. 

ScBKS 24 &— Interior Cabik. Full View 

Jesse coming from door, both turned in his direction. Jesse 
comes up looking at Brookes inquiringly as if wondering what 
he wants. Brookes is very cordlaL hurt Titln 
“Quite like old times to see you 
again— Sailor Jesse.” 

Baei: Holds out his hand. Jesse dodges shaking hands wt& 
him by waving his right hand at a chair and asking him to sit down. 
Brookes holds up his hand in refusal, saying that he cannot stop 
but a minute. Apparently did not notice Jesse’s refusal to shake 
hands. 

Scene 247 — Closeup of Brooxes 

Explaining the nature of hts viat. htert Title; 

“We thought this place abandoned and 
intended to rest up our stock a couple 
of months.” 
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argue bad and forth as to what is the best thing to do, Brookes 
finally says : Iniert Title: 

“There’s only one way that I know of 
to be sure that he keeps h» mouth shut.” 

Back: He looks from one to the other significantly. They 
nodi "Guess that’s the thing to do.” All get ready to ride out 
Scene 261 — Exterior Ferry Brown's Sma 

Brovm on the ferry mending one of the ropes that is some- 
what frayed. The boat is out a little ways from the shore. Jesse 
and five or six ranchers ride in and come to the edge of water and 
hail Brown, 

Scene 262 — CtosBUP op Brown 

He looks up. Then spits into the water refiectively before he 
aciiwets. Thenwyst Intert Title: 

“Just hold your horses— I ain’t gonna 
take ro chance of loosen my ferry boat.” 

Ba(k: Turns back calmly to his work. 

Scene 26J— Etterjor Woow 

Flash of Brookes and outlaxn, also Billy, riding. 
OMITTING SCENES 264 to 314 
Scene 313 — Semi Cioseuf op Pottv and Biely 

Billy is talking to her and just as Jnse enters, Billy says: 
Insert Title; 

“Brookes has thrown you down— He’» up 
at Mrs. Tstvor’a house now," 

Back: He starts to go into detail about what he saw. Jesse 
grabs him by the shoulder and questions him fiercely, “Is Brookes 
at her bouse?" Billy nods. Jesse drops him and exits hurriedly. 
Polly looks after Jesse with an expression of wild alarm. Then 
starts looking in back of bar for gun. 

Scene 316— Interior Bar Room — Long Shot 

Polly hunting frantically for revolver. Billy wstdilng her 
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Scene 322 — Interiqs. Cabot. Lohc Shot 

Brookes is hit. Jesse frees biin 2nd looks toward the door 
and Brookes sinks to the floor. 

Scene 323 — Semi Closeup op Polly and Billy 
She is passive in his grasp. 

Scene 324 — Semi Closeup op Brookes on Floor 

Leaning on his elbow and looking at Poll}' with an expression 
of hatred. Jesse kneels beside hini to see how badly he is hurt. 
Brookes gasps. latert Title: 

"She got me — But I'll spoil her game—" 

Bark.' Pauses a moment gasping, then continues. Inftrt 
Title: 

"She never was jour wife, Smith — 

Ran away from her husband with me," 

Bach Continues talking weakly. 

ScBMB 325 — Interior Room. Full Vjsw 

Brookes sinks back on floor unconscious. Polly breaks away 
from Billy and throws herself down on Brookes, crying h}'sterieaUy, 
Jesse rises slowly and turns to Kate, who is standing protectingly 
in front of the child. 

Scene 326— Semi Closeup op Kate and Jesse 

An expression of almost unbelievable happiness growing on 
their faces. He whispers to her "You heard?" She nods and 
they both look down at the child that is playing with the bear 
and horse. 

Iris Out. 
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WRITING A SERIAL STOSy ■ 


from fifteen to eighteen episodes to provetifist^AcC 
and the hero or heroine is alwa3rs in imminent danger 
from the machinations of the criminal master minds 
or the band of conspirators at the end of each epi- 
sode, until the wind-up of the serial story. 

In many states in 1921, censors ruled against the 
motion-picture serial in its form at that time, pro- 
hibiting the holdups, the liberal use of firearms, tor- 
turing of the hero or heroine, and particularly against 
the method of handling the women characters of the 
story. Some censorship boards refused to permit 
even the laying of a hand upon a woman character. 

As the serial story has been a great source of rev- 
enue to the motion-picture producing companies, in 
fact, being depended upon to pay the overhead of 
some concerns, those companies were naturally loath 
fo stop the production of the serial, and the serial, 
consequently, underwent a radical transformation. 

An attempt has been made to base the serial story 
on some historical groundwork, the Universal Film 
Mfg. Company being the pioneer in this effort. There 
came forth in 1921 several serials of the new* type, 
notably one based on the adventures of Henry M. 
Stanley in Africa in his search for Doctor Living- 
stone; and another based on the gold strike in Cali- 
fornia in 1848, when Captain John C. Fremont was 
blazing a wagon trail to the shores of the Pacific 
Ocean. Instead of the tortures, holdups, criminal 
conspiracies, etc., natural thrills and hazards such as 
really occurred during the historical periods men- 
tioned proved to be a happy idea, and it ss’as discor- 
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into consideration when writing your ideas for a 
serial story. 

There are many, many events in American history 
that contain good serial material. There are many 
events in world history that would prove interesting 
serial stories. But as in the feature story, the idea 
must be written up with an eye to economy. Costume 
stuS is particularly expensive requiring special sets, 
etc., and ideas concerning the French Court of Louis 
XVI, Washington crossing the Delaware, and simi- 
lar stories may require a large ensemble of people 
and other expenses which would be prohibitive for 
serial purposes. 

The best way to ascertain the trend of events in 
the serial world is to follow the serial pictures in the 
theatres. Watch carefully, noting how the climax is 
built up and how the big situations are worked up 
with the producers’ eye to censorship requirements. 
This is the only way in which the would-be writer of 
serial plots can keep pace with the development and 
changes in this particular field of the motion picture 
industry. In our opinion the writer who carefully 
studies the changes in the production of movie serials 
and tries to conform with the ideas of the censors, has 
an' opportunity for developing a remunerative field 
of his own. 

We submit the first and second episodes of a story 
of the new type of serial, which contains the elements 
upon which the serial plot must be founded in fu- 
ture if movie serial stories are to continue. This con- 
tinuity, “Winners of the West” deals with the gold 
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into consideration when writing your ideas for a 
serial story. 

There are many, many events in American history 
that contain good serial material. There are many 
events in world history that would prove interesting 
serial stories. But as in the feature story, the idea 
must be written up with an eye to economy. Costume 
stuff is particularly expensive requiring special sets, 
etc., and ideas concerning the French Court of Louis 
XVI, Washington crossing the Delaware, and simi- 
lar stories may require a large ensemble of people 
and other expenses which would be prohibitive for 
serial purposes. 

The best way to ascertain the trend of events in 
the serial world is to follow the serial pictures in the 
theatres. Watch carefully, noting how the climax is 
built up and how the big situations are worked up 
with the producers’ eye to censorship requirements. 
This is the only way in which the would-be writer of 
serial plots can keep pace with the development and 
changes in this particular field of the motion picture 
industry. In our opinion the writer who carefully 
studies the changes in the production of movie serials 
and tries to conform with the ideas of the censors, has 
an opportunity for developing a remunerative field 
of his own. 

We submit the first and second episodes of a story 
of the new type of serial, which contains the elements 
upon which the serial plot must be founded in fu- 
ture if movie serial stories arc to continue. This con- 
tinuity, “Winners of the West” deals with the gold 
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Well down-stage 5s iht cottage oi Di. Edwaids — in the Ironl 
yard Elizabeth Edwards (lead) is discovered at work on some 
rose bushes beside the picket fence — evidently she is too much 
engrossed in her wotk to have notk^ the commotion— 

ScE^s 5 — Ext. Street in Front or Tavern, Full Scene 
The crowd stand as in prenous scene looking dotvn the cross 
street and talking about something well out oi pictuie— 

Scene 6 — Err. Sros Street from the Crowo's Angle. Long 
Shot 

Down-stage a house or uvo on each side o! the street suggests 
the edge of town— beyond the houses the street becoroes a narrow 
dirt road which leads up over a gentle rise in the distance — 

Oiscovered on the toad is a caravan of wagons and horsemen 
with a few men walking beside it moving slowly towards ^ 
eatneia— 

• «•••• 

Scene 147— Ext. as in 145 

Indian pointing out mate min will take— suggests they go 
W pass and cut them off— agreed— they wheel their horses and 
ride out of scene taking course parallel to that oi wagon train in 
bottom oi valley— 

Scene 14S — Ext. Valut. Full Scene or Wagon Train 
T he wagons and riJen are moving past camera — a man on 
horseback rides slowly past camera hali-asleep— on the seat oi a 
wagon passing the camera the driver is discovered curled up asleep, 
the reins tied to a bow of the wagon cwering — Edwards wagon 
brings up the ttar— Louis riding beude it without a rifle— Ed- 
wards sits hunched forward paying no attention to anything 

I/suis and Betty diatting pleasantly — the idea is to give the Lm- 
pression of absolute unpreparedntss for the Indian attack that is 
coming— 

Scene 145— Ext. IIilxj 

Band oi Indians tide in at * tutt — through scene and out 
past camera. 
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Scene 7 — Ext. Same. Froti Back of Camera Car. C U op 
Betty 

She sits on driver's seat of wagon talking to Louis (out of 
picture)— she is pleasant but shows no great regard for him— 

Title: Doctor Edwards, Hex Father . . . 

Scene 8 — Ext. Same. Fuller Scene to Include the 
Doctor 

He sits hunched forward on seat driving— he holds reins 
loouly and appears about half asleep — 

Title; On the Hills Above Them — 

Scene 9 — Ext. Brow op Hill Supposedly Overlookino Val- 
ley Below. Full Scene 

A lone Indian rides into scene and pulls up at edge of hill- 
sits his hone looking down at wap>n train in valley — be watches a 
lecond— then pointing down into valley with one hand he turns 
and beckons with the other to the rest of the party (out of scene)— 
they ride into scene at his signal and gathers atound him looking 
down into valley where he points— they see— 

Scene 10— 'Ext. Valley.. Siiootino Down from a Hbioht. 
Iris Lono Shot 

Wagon train disc, in valley moving slowly on its way — 
Scene 11 — Ext. Brow of HilL as in 9. Closer Shot 

Indians disc, as before — looking down into valley and watth- 
ing wagon train — the one who first appeared points down into val- 
ley and with his arm indicates the route the train wOl take — 
signifying they will travel along the valley and head through the 
pass at the lower end — the others follow the course he points out 
and end by looking off toward the pass at the farther end of valley 
(out of picture) 

Scene 12 — Eire. Shootino Toward Pass Through Hills. 
Iris Long Shot 

Register pass through which wa^n train is to pass— 
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Chapter XIII 

A MOTION-PICTURE COMEDY SCRIPT 

T he familiar quotation “Laugh and the world 
laughs wiU\ you; weep and you weep alone” is 
a particularly trite one in the motion picture comedy. 
But, just the same, to make an audience laugh 
through the medium ol the motion picture screen 
is one of the greatest arts — an art much more diffi- 
cult of accomplishment than to make audiences weep. 

In years of experience in the motion picture pro- 
fession the writer has found that it is almost an im- 
possibility for the free lance writer to present accept, 
able farce comedy of the Charlie Chaplin type for 
moving picture purposes, for this reason: 

Motion picture farce comedy, particularly of the 
custard-pie variety Is not written, but rewritten. A 
majority of the comedies of the slapstick variety are 
built around some very slight idea, and more fre- 
quently built by the members of the comedy staff. 
Much of the business of the comedy “gags” arc 
thought of by the star, the director or the camera 
man, or some member of the company, as the work 
of making the comedy progresses. Verj- often you 
Will sec the heads of a motion picture farce comedy 
company in earnest confab, working along similar 
lines to the skull practice of the baseball or football 
squad. They arc talking over an idea, volunteering, 
weighing and dissecting incidental business calcu- 
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latcd to enrich that idea and create the much de- 
sired laugh. 

Charlie Chaplin who is, perhaps, considered the 
greatest artist in the motion picture world today, 
buys little or nothing from outside sources. He 
builds. The development of his ideas and also of 
the incidental business, grows as he goes along in his 
production. He works slowly and produces an im- 
mense quantity of film, which is cut down and edited 
to commercial length pictures. He reserves the best 
"shots” and the best business in this boiled down 
version. 

While there are many motion picture staff wtUejs 
spccialiring in comedy, who have a peculiar talent 
along farce comedy lines, the fact remains that in the 
end their principal occupation is to put the ideas of 
the director, the star and the writer into motion pie- 
tare continuity. They seldom or never /urnlih a 
complete script individually, or without the aid of 
other members of the company. 

It is true chat on occasions farce comedy ideas and 
stories arc purchased from outside sources, but this 
is the exception rather than the rule. You will find 
that when such stories are purchased, they are rarely 
of the slapstick or chrowing-of-the-pie variety but arc 
more of the comedy drama type, carrying more pre- 
jtentlous plot and dependiisg less on the knock-down* 

;} and-drag-out details so customary to the farce 
/' comedy production. 

It is becoming more and more dJificuli to present 
acceptable farce comedy ideas for the screen. I.very* 
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thing has been done, and although the pie in the 
farce gag continues to bob up serenely in two out of 
three slapstick comedies, you will notice that the 
leaders, such as Chaplin, arc leavening their slapstick 
comedy with touches of pathos, Chaplin’s “The Kid” 
being a comedy along this particular line. It is really 
not a comedy, but a drama of human life, lightened 
with comedy. 

For the outside writer to succeed at all in his en- 
deavor to market slapstick comedy, he must study 
and know the characteristics of the various stars in 
Movicland. Charlie Chaplin, A1 St John, Larry 
Seaman, Lee Moran, Harold Lloyd and Ben Turpin, 
and others, all have their own methods and their own 
characteristics, and these must be very carefully 
studied, and the story must move around the star 
for whom it is to be made available. 

However, in the opinion of the author, it is a waste 
of time for the writer to attempt to cater to the farce 
comedy market. Those experienced in the making 
of movie comedies can think of the trick bakery, the 
pie throwing, the park bench hits just as readily, or 
more readily than the writer outside the studio. So 
the question naturally arises, why should the comedy 
producer pay out good money to some writer who, 
nine times out of ten can only suggest business that 
has been done before. It Is much better for the am- 
bitious writer to study movie comedy drama and 
melodrama than to look for waj^s and means to sell 
farce comedy ideas. 

Motion picture comedy is a strange thing, indeed. 
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Surprises await the producer as well as the audience 
when the completed production is showa. What the 
star, the director and the producer fondly hoped 
would create riotous mirth on the part of the audi- 
ence, frequently falls flat And on the other hand, 
some little gag or piece of business considered of 
minor importance in the making of the picture may 
prove a merry-making hit. 

In the building of a motion picture farce comedy 
a great deal also depends upon the lines or subtitles; 
The writing of the subtitles is an art in itself, which 
we propose to treat upon in a succeeding chapter. 

In making farce comedy pictures, the producer 
works upon one theory, namely, that the audience 
likes to see the misfortunes of the other fellow. If 
the refined gentleman in evening dress and high hat 
can stumble and fall into a puddle of water; or dear 
old father can receive a tnoUt chocolate cake in the 
middle of his classic countenance; or if the comedy 
tramp can pick up the cookstove, fire and all, and 
dash madly down the street, the smoke pouring from 
the chimney, and the two reeJer end with the over 
popular “chase,” including a comedy automobile 
hazard, plunging over the cliff, narrow escapes from 
the ever present passenger train, etc., these items arc 
all included in sure fire motion picture farce comedy. 

There was a lime when the comedy policeman 
poured into the patrol wagon and gave chase at the 
end of nine out of ten comedy farces, but this be- 
came 80 stereotyped that the comedy producer was 
obliged to give up the good old standby. 
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Mixed with the above gags a modicum of 
threadbare plot, any old plot sufficient^m^Jg^on^-| ^ 

the business of the ordinary slapstick ' 

It is true that a number of the farce comedy stars, 
including Chaplin and others, have endeavored to get 
away from the old ingredients and to put originality 
and new thought into the making of these produc- 
tions and have succeeded. But the fact remains that 
a great deal of the routine movie comedy has shown 
little change in the last four or five years. In 1920 
and 1921 some of the farce comedy producers turned 
to the plain burlesque, that is, a burlesque of the 
grand old plays, including among them “Uncle 
Tom’s Cabin,” “East Lynne,” etc. These were 
gratefully received by the long suffering movie fans. 
The idea of casting the comedy into other than pres- 
ent day environment — depending upon radically dif- 
ferent atmosphere to carry the old gags, was also 
tried out. This furnished additional comedy relief. 
These included the comedy star who disported him- 
self as a centurion in the days of ancient Rome, the 
Robinson Crusoe, Jr. ideas, etc. 

The usual length of a motion picture farce comedy 
is one to two reels, and there must be no let up for 
a moment in the action. There have been notable 
exceptions, of course, to the two reel farce comedies, 
particularly the five reel Mack Sennet farce come- 
dies; the “Tilly’s Nightmare” productions with 
Marie Dressier and Chaplin; and the “Connecticut 
Yankee” satire of Mark Twain’s. Without excep- 
tion these have been big money makers. That they 
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have not been more numerous is due to the /act that 
they are expensive to produce and require time in the 
making, because a comedy idea to run five reels is a 
rare thing. They are also experiments in one sense of 
the word, for not even the producer knows whether 
the audience is going to laugh or cry when his comedy 
is presented. 

If, however, you are firmly determined to write 
farce comedy, and nearly everyone of the big movie 
producers are making one and two reel comedies, try 
to cast your idea in some novel environment, avoid- 
ing carefully these ideas: 

The rural comedy with the yokel and the country 
girl, wearing the sunbonner, and the burlesque com- 
edy man from the city as the heavy. 

Chases, whether by automobile, motorcycle, pa- 
trol wagon or other description. 

Any burlesque version of the old plays or classics. 
These arc thought of by the studio staff. 

Stories having to do with burlesque football, base- / 
ball or other sports. 

Trick bakeries, exchange of pics, etc. 

Write your ideas very briefly, for it is the plot and 
atmosphere only that the farce comedy director wants 
and not incidental gags which you will find almost 
impossible to present from the viewpoint of novelty 
and freshness. They have all been done that can be 
done. 

And remember that the rcmancratlon ior ideas for 
farce comedy is not at all commensurate with the 
worth of such ideas. Despite the fact lha t novel farce 
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comedies are scarce, ihe roonej* you will receive for 
your ideas will not be great in amount. One reason 
for this, unless you should be so fortunate as to sug- 
gest an idea for a five reefer, is that the producer of 
one and nvo reel pictures depends more on quantity 
production than on the separate picture. A one or 
nvo reel farce comedy released weekly or semi- 
monthly means only a small profit per picture, hence 
the price for the idea must be kept commensurate 
with the character of the production. This applies 
to the program farce comedy picture and not to the 
Mack Sennet or Chaplin comedy features. 

Here is part of a continuity of a farce comedy pro- 
duced by Universal Film Mfg. Company, written 
by W. Scott Darling, a very successful and well 
known staff comedy writer. It will give you a very 
good idea of how a comedy is built into continuity 
and produced. 

Seizes I to 78 

Stoiy snd Sctnaiio by Setm Dasuno 
rhotocfaphed by Francis Corby 
Frodufcd by WitUAM tVATsoM 
Prooiting 

‘ Harry Gmbson 

ui 

"WHOSE LITTLE BABY ARE YOU?” 

Sub. I— Tub Bbcinniko oy a Pbrybct Day. 

SciN* 1— Bedroom 

Hirry m bed^ie itrctchcs Rtid stam to E«t vjv— 

Sub. 2 — A Happy Married Man or T\vo Weeks' Stand- 
iNO, Harry Gubbon. 
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ScENS 2 — Closeup Hahry 

As he jaiVTU and loohs at the clock — yep— time to ffet up— 
he starts to get u^— 

Scene 3 — Bedroom 

He has either a pair ol pajamas on or a long nightshirt — 
he starts out— 

Sub. 3— His Bride, Who Thinks Her Husmkd Is Too 
Wonderful for Words, Laura La Plante. 

Scene 4— Close Shot on Bride in Kitchen 
She it getting Harry’s morning meal ready— 

Scx.NE 3— At Fro.vt Door 

Paper lying on porch— as Harry opens the door and attempts 
to reach out and grab the paper— the wind blows it further away 
—Harry aticks out hit head and rales a perl around and looks 
out further and makes another grab for it but the wind blows It 
further away than ever— ffarry tales a caufiotis foot around— 
nobody in sight and steps out of the door to trach for the paper— 
he almost has it— 

Scene 6-<-Closi Shot on Door 

As ft llowly cluso— and abuts — 

Scene 7— Full Shot. Front Docm 

As Harry turns and Sods to bis d»«nay that door is tnkcil 
—he tries /urwu»/y m open if— 

Scene S— Srr>Esrai* 

Old maid cw.es along a.oJ sees, wys, •'horrors,'* and shrieks— 
Scene 9— At Feont 

Harry hears her thfirk a/»J furoa iriHI/ ar»i/>d —fc* tues i™ 
(vftr up t-'s bare dunkv— he F»fB» an*l bamwers Iriniseatly on !*•« 
djOf— 

Scene JO— KrrcHEN 

Ha wife is up to her neck in woA— she «*fl» off— n.b— 

IJ4 


A MOTION-PICTURE COMEDY SCRIPT 


Subtitle 4: " On , HamyI — ^There's Somebody at the 
Front Door." 

Scene II — Kitchen 

She goes on complacently norlung away at the dough or what 
ever it is — 

Scene 12 — Front Door 

Harry is still frantically tiammeiing away — he looks toward 
the sidewalk again— much ashamed— 

Scene 13 — Sidewalk 

Minister walking past — he b watching Harry— he coven his 
eyes and says Merciful Heavens and walls on quickly— 

Scene 14— Front Door 

Harry does more hammering— 

ScENB 15— Kitchen 

His wife sore— scops her work and goes— 

Scene 1<^At Front Door 

Harry still hammering as the door opens and bis wife 
appears— rushes in— 

UNUSED PART OF CONTINUITY OF CHAPTER 13 
Scene 17— Hallway 

His wife is Gabbergasted as Harry says. My God, I’ve been 
waiting there for an hour — ha wife starts to laugh — he saj-i it U 
no laughing matters— and stamps out to his room— while she takes 
another direction to the kitchen— 

SuBtnts 5; Then Hamv** \Viu> Uncle erom the 
W tLD IVest Arjoved. 

Scene 18 — Railway Station 

Uncle gets of! the train and has an immediate argument with 
tv.o red-caps 'fthotn he thinks are going to steal his baggage— thev 

convince him that ercrj thing Is all ri^t— and all start out 
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old lady comes iota scene — Hany asks tier would she mind holding 
the baby while he ties his shoe — she takes it and Harry leans do'^’n 
to tie his shoe — he starts to tic first one — then tlie other — getting 
away two or three paces each time — 

ScEua 47 — Closeup Woman ako Baby 

As she lifts up the covers and takes a look and finds it is a 
negro baby— she is horror stricken. 

Scene 48 — Lovo Shot 

Harry is still stepping away from the scene — tj'ing his shoe^ 
as woman lets out a yell — Harry stop^— thinks he will beat it when 
a cop appears in the offing — and he walks back to the woman — 
thanks her with a ceremonious bow and then walks off — as (he 
woman stares after him open mouth— 

Scene 49— Extebioe House 

Little boy on ringing bell — with a bunch of postcards in his 
hand— he has a baby in a go-cart with him— as tlie door opens and 
the wife comes out— the boy asks her if she will buy some post- 
cards— she leans down and looks at the baby— 

Scene 5(^— Closeup Wife 

As she plays with the baby — turns to the boy and says— Seiri/fr 

SusmLE I2j 'Tll Bov All Your Caros if You'll Let 
Mb Take Care of the Baby All Day." 

Scene 51 — At Front Door 

The boy $a)-8 all right — and bands over the cards — while the 
wife takes the baby and starts inside with them — 

Subtitle 13: While Togo Ficuan) Hs Could Use 
That Money Himself, and Borrowed O.ve op His Own. 
Scene 52 — Exterior House 

Jap coma out w4th baby under his arm and goes — 

Scene 53 — Side of House 

Gribbon coma sneaking in with the ntgio baby and climbs in 
a window with it— 
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ScBN* 5 +— Bedroom 

^ Hirry puts the ne^o baby down on the bed— and sneahs out 
again— 

Scene 55 — Exterior Side oe House 

Harry drops down again from window — he says to hitmeif— 
now to find a white baby — thuiks for a moment and then starts 
off— 

Scene 56— Exterior House 

Wife comes out with the baby in her arms and the boy stuffs 
some money in his pockets and goes — wife dandles the baby up and 
down— and then goes into the hous^— 

Scene 57— Back Door 

The Jap with the baby under his ana knocking at the back 
door— 

Scene 58— Kitchen 

Wife comes in with the baby under her arm— hears the knotk* 
ing and opens door— and Jap comes in with the baby and says to 
her— see I got the baby for you— Wife says but I've got one al* 
ready— Jap gets sore — and starts to spring a lot of Japanese on her 
—he says — 

Subtitle 14: "You Say Get a Baby an' I Get One — 
Now You Keep Him or 1 Be Very 'Dam' Mad." 

Scene 59 — KrrcHSN 

The wife is scared at the and doesn’t say x uwd as the Jap 
puts the baby down on the table and stalks indignantly out— W/e 
worried — doesn't know wbat to do— she picks up the Jap baby and 
goes into next room with it — 

Scene 60 — Bedroom 

Nigger baby playing on the bed — as wife comes in — takes one 
look at the nigger baby on the bed— then at the Jap baby on one arm 
and the white baby on the other— she lays them down on the bed- 
ail along side each other — then $xy » — SuitlfU 

SuBiTTLx 15 : "Ebney — ^Mebney — Minsy— M o I" 
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ScsKE 6 ! — Bedroom 

It is too much for her — she whirls and falls into her chair 
almost hysterical — 

Subtitle 16: TiibLocical WayOotI 
ScEKS 62 — Exterior Ormiakcb Home 

Harry comes out with the baby — he has adopted — a proud 
papa — a nune can come to the gate to bid hist good-bye if neces^ 
sary— Harry goes oil— satisfied that everything is £ne now— 
ScEKS 63 — Roadsidb 

Unde lining or: the running hoard of the car while chaufieur 
is fixing a puncture — he is very impatient — 

ScENB 6d — E xterior Housb 

Harry comes rushing on— not a tight of unde— ticUed to 
death he rushes into the house— 

SCENS 65— Bedroom 

Wife hem Harry come in— tucks the kids in a row— arid 
then inarches out to break the newo— 

SCBNB 6^Ln'tKO-ROOM 

Harry comes rushing on with the baby in hit arms— ytUs 
honey where are you as bb wife comes ii>— 

SczKS 67 — Closeup Wifb 

As the stops and sees die founh baby— the brumes her hand 
over her ej-es— My God, another one— 

ScBNB 68 — Closeup Harry 

As he holds up the baby and says— eee dear all our troubles 
art over— 

Scene 69 — Fuu. Shot — ^Ijmsc-room 

\S~fe tales one look at hleo— the beckons to the bedreom- 
come, I have somedilng to show you in there— Harry says— yes, 
dest, I know about that— «b« aays, you know ah<wt it do you— well 
come and take a look— she hauls him award the bedroom— 
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Scene 7(>~Bei>room 

. Three kids in a row on the bed — as Harjy and wife comn In 
—Haro' takes one look— 

Scene 7J— Closeup TijatB Krw on Bed 

Ai tliej' do some cure busmess of some kind— 

Scene ?2— Foil Shot— B eo»oosf 

As Ifariy nearly drops Ms baby as he says, ^fy God— where 
did they all come froriH— as wife says— 

Subtitle 17: *'l Have Dben Just as Busy as iVou 
Have— I Hope You'eb SAtisnEo.** 

Scene 73— Back to Scene 

As Harry purs his hand to his hea J— thm lays the other child 
don't) beside the other^- 
Scbne 74— At Feont Dooe 

Uncle on rapping— very brusque and (mpalient— 

Scene 73— Beoioom 

Harry and the wife both take It— It’s Untie— both pick up » 
baby and start to rush out— one has a nigger and the other has the 
Jap— they both notice their mistake— they put down the colored 
^Jren and both pick up a white one— then Harry stop*— don't 
you bring one as they rush out again— 

Scene 76^At Feont Doot 

Uncle impatient— gires the bell another ring— as the J'«r 
epma and Hirry and wife appear— Harty with the baby In his 
arms— all tickled to deatls— as Uncle greets them boistetously and 
ihm ill go into house— 

Scene 77— Livinmoosi 

All come in— as Uncle »ays, an this Is little OiwiM— h* 
reaches ever and lakes biny^fltrry girts Is wife ■ dig in the rib»'“ 
as he aiys — Sai/i/Zr— 

SurnTtE IS; •'IXrN'T Vou T/mnk He I^es I-ik* 
Uncce OsrrALO?^ 

Scene 7S — Lmva-tanM 

Wife takes It wirh a irare— as afce say*— "Oh, yes— yrv— " 




Chapter XIV 

AN INDIRECT MARKET FOR SCENARIOS 

M any beginners who have despaired of mar- 
keting their scenarios directly have achieved 
success through an indirect method. They have first 
sold their stories in short-story form to one of the big 
magazines and then disposed of the motion picture 
rights. 

Almost all scenario editors wUl give the benefit of 
the doubt to a story that has been published. The fact 
that an editor who has built up a circulation of hun- 
dreds of thousands for his magazine has thought that 
the story would appeal to his wide circle of reader* 
has great weight with him. In fact, some writers 
have had this amazing experience. They have sub- 
mitted photoplay synopses to a scenario editor who 
turned them down. They have then amplified their 
synopses, rewritten their material in short-story form 
and sold them to magazines, afterwards disposing of 
the motion picture tights to the same scenario editor 
who had previously turned them down. 

In selling 3 story to a magazine, it is necessary 
to reserve the motion picture rights or they will be- 
long to the magazine that publishes the story. “Mo- 
tion picture rights reserved” should be typed on the 
title page of every story submitted to a magazine. 

That the short story h taking the place of the 
novel as a basis for motion pictures is the declaration 
MS 



PHOTOPLAY WRIT I N G 


ScEj^E Bedroom 

Three tMs in a row on the beJ — as Harr7 and wife comes in 
—Harry takes one look — 

Scene 71 — Closeup Three Kids on Bed 

As they do some cute business of some kind — 

Scene 72 — Full Shot — Bedrooji 

As Harry nearly drops his baby as he says, My God— where 
did they all come from — as wife says— 

Subtitle 17; "I Have Been Just as Bust as jYou 
Have — I Hope You're SATisnED." 


Scene 73— Back to Scene 

As Harry puts his hand to his head— then laj-s the other child 
do\vn beside the others— 

Scene 74 — At Front Door 

Uncle on rapping— very brusque and impadent— 

. Scene 75— Bedroom . . • t . 

Harry and the tvife both take it— it’s Uncle— both pi(i up 
baby and start to rush out— one has a nigger and the other ha 
Jao-they both notice their mistake-they put down the^orrt 
children and both pick up a white one— then Harry stop 
you bring one as they rush out again— 

Scene 76— At Front Door ,h, door 

Uncle impatient— gives the bell another nn^ 
opens and Harry and svife appear-Harry the baby mj-J 
arms— all tickled to death— as Uncle greets them boisterous y 
then all go into house — 

Scene 77— Livinc-room , njwald-he 

All come in— a Unde sejn, » thn i> “ . " j 
reaches over and take, him-Harr, gi.ea n mfe a J.E m 

“ 18: "Dok-t You Think Ha Loom tiica 

Uncle Oswald?" 

Scene 78-Livino-roo.m 

Wife takes it with a start— as she says— Oh, yes— y 




Chapter XIV 

AN INDIRECT MARKET FOR SCENARIOS 

M any beginners who have despaired of mar- 
keting their scenarios directly have achieved 
success through an indirect method. They have first 
sold their stories in short-story form to one of the big 
magazines and then disposed of the motion picture 
rights. 

Almost all scenario editors will give the benefit of 
the doubt to a story that has been published. The fact 
that an editor who has buUt up a circulation of hun- 
dreds of thousands for his magazine has thought that 
the story would appeal to his wide circle of readers 
has great weight with him. In fact, some writers 
have had this amazing experience. They have sub- 
mitted photoplay synopses to a scenario editor who 
turned them down. They have then amplified their 
synopses, rewritten their material in short-story form 
and sold them to magazines, aftenvards disposing of 
the motion picture rights to the same scenario editor 
who had previously turned them down. 

In selling a story to a magazine, it is necessary 
to reserve the motion picture rights or they will be- 
long to the magazine that publishes the story. “Mo- 
tion picture rights reserved” should be typed on the 
title page of every story submitted to a magazine. 

That the short story is taking the place of the 
novel as a basis for motion pictures is the declaration 
143 
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of many authorities In film circles. The general as- 
sumption has been that the short story Is too limited 
in Its text, plot and descriptive matter to permit of 
its transformation into a motion picture. It has been 
pointed out that when any form of literature has con- 
tributed to the screen In the past It has been the novel. 
It is now claimed that the short story more ideally 
approaches in brevity and swiftness of action the 
standard set by the scenario editors, and that this 
makes for better results. 

The prediction is made that in the future produc- 
tion heads will turn more to the short story and its 
writer as contributors for photoplay material. One 
reason for this situation is that now every available 
novel ever written has been used in one form or an- 
other for the screen. The writings of that master plot- 
ter, Charles Dickens, If not used as Dickens prepared 
them, have been revised, rewritten and released in 
pictures under another title. This rule has been fol- 
lowed with the ^vorfcs of other masters of literature, 
from the past to the present So the output of popu- 
lar novels is limited for it lakes time and thought to 
prepare a literary work in commercial .length for 
novelization. The producers of motion pictures can- 
not wait for the limited number of adaptable novels 
published per year, because with regular releases the 
demand for material is always increasing. 

Up to about 1918 the filming of a short story was 
the exception rather than the rule. Today the care- 
ful consideration of short stories appearing in maga- 
zines and newspapers is a prime necessity. They arc 
M6 
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read and considered for the plot ideas contained and 
then elaborated with added dramatic situations are 
developed into feature film plays. 

By studying the releases of 1931-22 you will read- 
ily perceive that the short story has become an im- 
portant foundation for photoplays. Many of the 
posters announcing the appearance of a picture con- 
tain an announcement like this, following the main 
title; — “Adapted from the story by ap- 
pearing in the magazine.” 

You will readily understand that with the trend 
of the short story market toward filmland it is only 
a question of lime when the free lance writer with 
plots of freshness and originality to market will come 
more largely into his own. The market demands 
material and with the scramble for short stories, more 
careful consideration is being given to the outside 
contributory, not $0 much for the literary excellence 
of their stories as for the ideas or plots contained 
therein. 

“Freshness and originality” arc generalities, per- 
haps, but they have an important meaning neverthe- 
less. The best we can do is to try to put something 
new and fresh into an old plot or an old situation* 
For example, for years the eastern tenderfoot went 
west and became a cowboy. Then one day a writer ' 
had an idea and had the western cowboy leave the 
range and become an eastern tenderfoot. This was 
merely the reversing of an old situation, yet it had 
the element of originaliQr, and for a while we had 
the western cowboy regularly going east. 
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trying to practice medicine or survey a railroad route 
or enter a courtroom to administer the Izvr withou 
having had long and care/ul training. The same i: 
true of writing. Jack London made it a rule in hi: 
later years to write not more than one thousand words 
in a day and he wrote from eight o’clock in the morn- 
ing until hvelvc o’clock noon, six days in the week. 
You may think that in four hours one could write 
several times one thousand words. If you are an 
expert typist you can easily do so, but the result will 
be just words. London wrote his one thousand words 
and then rewrote them, and then next, according to 
his own statement, he frequently tore down and re- 
wrote his previous day’s work, which had seemed 
perfect to him when he finished it first. 

Literary work is hard work, e.Tacting work. It re- 
quires toil, patience, education and worldy expe- 
rience, not to speak of talent. You cannot write un* 
less you have something to write about In ord er to 
hav-C-Somethinp to^vrite about.you.must.harc lived, 
^'ou_must.have fcl^ .to some extent the emotions 
which you attempt to put in writing and which you 
^exp.cct..pther.pcopIc to read and appreciate, j)copIe, 
it.may be, who have experienced the same emotions 
you arc t^.ing to portray. 

If your writing is not convincing, true and sincere, 
then your work is simply artificial and just words. 
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CHAPTER XV, 


HOW CENSORSHIP AFFECTS THE 
WRITER 

B efore going any further into the essentials of 
mution picture pUy writing, it would be well to 
outline what not to write. In other words, what the 
requirements of censorship arc. 

The censoring of motion pictures is, in our opinion, 
unconstitutional but that is beside the point Boards 
of Censors exist in different cities and states, and 
there is a National Board and so have to be taken 
into consideration. The National Board was created 
some years ago by the motion-picture manufacturers 
for mutual protection, and to this National Board has 
been submitted every motion picture production that 
has been shown within the past four or five years. 
However, this National Board of Motion Picture 
Censors gave an idea to various political groups ir 
states and cities, a plan for creating soft positions foi 
the political faithful. 

Among the states having boards of censors whicl 
must examine any and all films shown in every com 
monwealth are Ohio, Pennsylvania, New York 
Kansas, and a few others. Some of the cities haw 
gone the states one better and have created their in 
dividual boards of censors. The city of Chicago i; 
a notable example. 

The censoring of motion pictures in the states anc 
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cilitl liJl CMt molion-picturc producer! hurrdredi of 
Ihouiindl of dollar!, and it would be jult a! conni- 
lutional 10 have cenwn appoinled to dictate what 
than go into a newtpaper or book, a! it it to dictate 
what thall appear on the icreen. We all know there 
arc rule! of decency governing the printed word, ana 
there are law! which would take care of any mouon- 
picture production, or any ipokcn drama, or an 
book which wa! offcniivc. So why Centura wou 
be wlthed on the motion picture indu!try i! a gun- 
tion that hai never been »atijfactorily annvered o- 
cept by raying that centonhip provides additional 
political position! for political worker!. 

The censonhip board! of the itaio of 
Pennsylvania are perhaps, the most 
Chicago board is, we think, the sternest of erne 
ganizations of its kind. _ _ . 

There was never any 'f„i u 

old time “penny dreadful” or 
which murder, sudden death, and *= 
thunder peculiarly attractive to j^^al, 

out in quantities. But the "J"!*”".'? a„d 

which has, in a way, supplanted the dime 
which in most cases has not been nearly 
tional, has been discriminated play 

i, almost impossible to it 

in which any sensationalism whatsoever fact, 

be adventure or otherwise, ■> P'™'* 
a leading member of a censorship b _.-fer that 
L author of this volume that he would prefer 
no serials whatever be produced. 
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So you sec, it is well to know what not to write in 
order not to waste effort. 

For example, here is a list of censorship elimina- 
tions made from the first chapter of a popular serial 
produced in 1921. These eliminations were made by 
the Pennsylvania State Board of Censors. 

Reel 1. 

A. Ellm. Subtitle: “Go back and climb the fire 

escape and stand by if they need help." 

B. Elim. All views of man climbing fire escape 

to enter building. Allow where he 
falls off only. 

C. Elim. Subtitle: "What a swell night for a 

murder." 

D. Elim. Views of policeman actually shooting 

up fire escape. 

Reel 2. 

A. Elim. Subtitle: “Keep those mitts up or I’ll 

shoot" 

B. Elim. Views of girl with pittol on man in 

hotel room and views of girl felling 
man by striking him with pistol butt 

C. Elim. Views of girl with pistol waiting to 

shoot 

D. Elim. Closcups of girl with pistol. 

E. Reduce to flash of two feci views of man wait- 

ing w assault another with club raised. 
This is on hotel roof at the corner of 
house. 

ISS 
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F. Reduce to one flash of two feet view of girl 

climbing fire escape with pistol in 
hand. 

G. EHm. All views of girl shooting up fire 

escape. 

But the serial, which we have taken up in detail 
in another chapter, is not the only production which 
is discriminated against by the censors. Here is a list 
of eliminations ordered upon a ttvo reel film drama 
by a state board of censors. This will prove inter- 
esting and instructive to all ambitious writers. 

Reel r. 

A. Elim. All closeups and near views of the 

Lone Rider with cowl over face. 

B. Elim. All views of the cowled rider holding 

up stage coach; also subsequent views 
of him with gun on three men after 
they have been forced from the stage 
coach. 

C. Elim. Closcup view of the cowl rider on 

horseback. 

D. Elim. View of man on horseback, masked. 

Show him only after mask has been 
pulled from his face. 

Reel 2. 

E. Elim. Views of masked men jumping from 

tree fighting detectives, except part of 
fight where masked men has back to 
camera. 
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D. Elim. Views of masked man putting anothei 

over a horse, and later of masked man 
after he sends horse and rider away. 

E. Elim. View o£ masked man on horse dis- 

mounting and going to girl, struggling 
with her and later when detective joim 
in fight, excepting the end of fighi 
where detective overcomes masked 
man. 

F. Elim. Views of masked man where girl goei 

to him and later embraces him. 

G. Reduce struggle of which there arc four view: 

by eliminating two of them, allowing 
the first and last. 

H. Elim- Views of girl actually hitting man oi 

the head %vith a rock. 

Whatever argument is propounded against cen 
soeship, and however logical it is from a constitu 
tional point of victv, it should be remembered that i 
is far better to write what is clean and good in dram: 
than to tty to invent action which is unwholesome 
It is a strange truth, discovered by the author, wh( 
has read hundreds of thousands of manuscripts, tha 
it is women who seem to be inclined to write motioi 
picture plots having to do with sex problems. Som 
of the most salacious stories, the authors of which ar 
taking a chance in sending them through the mail 
are written by women. 

Why not try to raise the motion picture to a highe 
plane? Just because you read an article in the morn 
Ing newspaper containing the details of an illicit lov 
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Chapter xvi 

HOW TO PREPARE YOUR MANUSCRIPT 

I T is most important that your manuscript look 
an3’one who has faced the pile of scenarios 
that heap themselves up on an editor’s desk will tes- 
tify that it’s the neat, clean, business-like looking 
manuscripts toward which he has the most kindly 
feeling. 

No longer can even the most ignorant person de- 
clare that the story which is scribbled on the back of 
an envelope or the cover of a cigar bo.t has as good a 
chance of being accepted as has the well typed scen- 
ario. It has a far better chance of being thrown 
aside without being actually read at all. 

Nor has the story which is written out in longhand 
much chance, no matter how neat and legible the 
writing may be. A story must be typewritten— that 
if the first rule. There’s no getting around it. If you 
can’t borrow or rent or buy a machine yourself, and 
have no friend who will type your story for you, and 
can't aflord to pay the price asked by a professional 
typist, perhaps at a business college you can get one 
of the students to copy it, making one carbon copy, 
at less than the professional typist’s rates. 

Ute white paper, of the standard manuscript size 
eight and one-half by eleven inches, and, though it 
need not be heavy bond paper, it must not he t'» 
flimsy. For ft.ay a ream — five hundred iheets-’ 
you can buy paper of the right qual/ry. 
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■ — 

You can use the yellow second sheets'»foj ^^dffear ^ 
bon copy, as you would not in any event subrhlf'^* 
carbon copy to an editor, and so would have to re- 
copy it if the first copy should be lost. 

If seems hardly necessary to state that you should 
use only one side of the paper, and the typing should 
be neat, with out pencilled corrections or inserts. 

Put your name and address in the left hand corner 
of each page of your manuscript — your own name, 
even though you may a\gn a tiota dc plume to yout 
story. On the first, the title page, write your name 
and address in the upper left hand corner, and the 
name of your story, in capitals, in the middle of the 
page. On the next page the title will appear about 
one-third of the way from the top of the page, in the 
middle, and the story will begin below it. 

Let your margins be wide enough so that the script 
looks well; a margin of one inch and a quarter at the 
left side of the page and one inch at the right will do. 
There should be a two inch margin at the fop of the 
page and a margin of an inch and a half at the bot- 
tom. The pages should be numbered in the middle. 

Do not fasten the sheets of your manuscript to- 
gether with a clip that cannot be easily removed. 
Anyone who has struggled through a manusciipi that 
is clamped together so that the paper has to be torn 
to separate the sheets, -will emphasize this. Use a 
dip that can easily be removed, and replaced when 
the story has been read. 

Double space your manuscript, so as to make it as 
easy to read as possible. You must remember always 
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that the scenario editor has many scripts to read, 
and little time — therefore he will be most lifcely 
to read first the manuscripts which, because of their 
appearance, appeal to him. A professional writer 
sees to it that his manuscripts look well. He wants 
them to make as favorable an appearance as possible. 
Make your story look as if you had taken pains with 
it — if you want the scenario editor to take pains too. 

Do not fasten the stamps which you enclose for the 
return of your manuscript to the manuscript itself. 
It is best to enclose an envelope, properly stamped 
and addressed to you, with your story instead of en- 
closing stamps. 

Use an envelope which necessitates your folding 
your manuscript across twice, never more than that, 
and be sure that this envelope is large enough to hold 
the return envelope, and heavy enough to withstand 
possible rough handling in the mails. In addressing 
the outer envelope, put your own name and address 
in the upper left corner, and that of the scenario 
editor in the middle of the space. 

When your story is typed, be sure that it is standard 
in appearance — that is, that it is not typed in script, 
or in very small letters, or very large ones. Let It 
be conspicuous because of its neatness, not because 
of any tricks of typing or spacing. Your story must 
be the thing that demands attention — not the manner 
of its presentation. 






CHAPTER XVII. 

HOW A STORY IS HANDLED. 

T he hisiory oi a motion picture story from its 
receipt by the scenario editor in his office until 
it becomes a completed production wilt, no doubt, be 
of interest to the layman. 

■ Let us take a story in synopsis form and watch its 
travels from the moment it arrives at the motion pic- 
ture studio until it is released in the movie theatre. 

Through the mail comes, perhaps, a plot in syn- 
opsis form, written by James Ebenezer Moon of 
Pleasant Grove, Ohio. The envelope containing the 
manuscript is opened in the course of business and, 
in most studios, goes direct to the reading depart- 
ment. In this department readers experienced in the 
art of recognizing plots and svel] acquainted with the 
policy of the company with svhich they are affiliated, 
separate the wheat from the chalT. The name of 
James Ebenezer Moon means nothing to these read- 
ers. Frankly, the name is a handicap. Were the 
author one of wide reputation in fiction or motion 
picture play writing, it svould read primarily and 
Mr. Moon's effusion be set aside until the reader had 
leisure to peruse it Howo'er, during the course of 
the day’s work the reader comes to Mr. Moon’s story. 
This story may be entitled ’’Her Sacrifice” or 
“Mother Love” or some other of the good old 
standby! which arc scanned with a cold and cynical 
1fi5 
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but that the idea and perhaps several of the climaxes 
in the plot are salable. He takes the story up with 
the general manager of the studio and outlines the 
idea to him. The general manager O. K.’s its pur* 
chase. 

And one day James Ebenczcr Moon, who, per- 
haps, dispenses soda water in a Pleasant Grove drug 
store, or teaches school, or clerks in the Bon Ton 
Drygoods Store on Main Streep receives a letter 
from the film company to which he sent his manu- 
script. Perhaps this manuscript has already been re- 
turned by one or two other film companies, and so 
James Ebenczcr knows by the weight of the envelope 
that it does not contain a rejected manuscript. He 
rushes back behind the prescription counter of the 
drug Store, leaving three or four thirsty patrons with- 
out their soda, and hurriedly tears open the envelope 
and reads something along this line: 

Dear Sir: 

We have read your story entitled 
“PLAYTHINGS OF FATE” and think 
we may be able to use the idea contained 
therein. We are enclosing^ Wemith* •'a 
waiver which you may sign and return to 
iis when a check for nvo hundred dollars, in 
payment for the rights to your story, will 
go {o^^vard to you. 

If James Ebenezer Moon were an c.xpcricnced 
writer he would give this two hundred dollar check 
statement the merry laugh and come right back with 
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turc. Firsl, he i> an unknown anther; ‘ 

comes across with a stereotyped and 
Naturally the reader sril! be inelmed to 
the plot svhich follows is ancient ti 

He runs his experienced eye 
page of the manuscript Its eompono , B 

of staling the viral items of the asil'^^^' 

graph-hitting the reader beween ^ H= 

causes this S Because it contain* 

reads on ; he likes the idea, 7 cothiog d=^ 

a novel tsvist to an old "-f^Xsia™ or in- 
in the plot line; there « P"'’ P ' plot; ib' 

dividuality evident tn "f„Ua apenditurr 

story can be produced sviih a re 
of money; it is so pr'?'”''/' of some 
liar needs and suit the , „hich he reads- 
or female star in the oon-POV .he reader 

So, on interofSec corresp P „,jn,codiog 

,oes possibilities m it for ” » not so m 

He decides that the .neidentai 
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but that the idea and perhaps several of the climaxes 
in the plot arc salable. He takes the story up with 
the general manager of the studio and outlines the 
idea to him. The general manager O. K-’s its pur- 
chase. 

. And one day James Ebenezer Moon, who, per- 
haps, dispenses soda water in a Pleasant Grove drug 
store, or teaches school, or clerks in the Bon Ton 
Dr}’goods Store on Main Street, receives a letter 
from the film company to which he sent his manu- 
script. Perhaps this manuscript has already been re- 
turned by one or two other film companies, and so 
James Ebenezer knows by the weight of the envelope 
that it does not contain a rejected manuscript. He 
rushes back behind the prescription counter of the 
drug store, leaving three or four thirsty patrons with- 
out their soda, and hurriedly tears open the envelope 
and reads something along this tine: 

Dear Sir: 

We have ccad your story entitled 
“PLAYTHINGS OF FATE” and think 
we may be able to use the idea contained 
therein. We arc enclosing herewith a 
waiver which you may sign and return to 
us when a check for hvo hundred dollars, in 
payment for the rights to your story, will 
go forward to you. 

If James Ebenezer Moon were an experienced 
writer he would give this two hundred dollar check 
statement the merry laugh and come right back with 
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A continuity writer works on salary; ranging from 
one hundred per week, minimum, to two hundred 
dollars per week. 

The continuity is delivered and in some cases, 
after it is read and suggestions made by the editor- 
/in-chief, it is rewritten. It is then handed to the 
(/director to “shoot as per script.” In some studios 
'I there is a very good system under which, after a 
, continuity is delivered and conferred upon by the 
editor and the writer, the director and the star arc 
called in and asked for suggestions on the story, and 
if these are of worth, they are embodied in the script 
I before it is “shot.” 

After the continuity is finally approved it is man- 
ifolded and copies go to the different departments 
interested— the casting office; the production depart- 
ment; the director, the director’s assistant; the files in 
the general office and in the scenario department 
office; to the star; to the property department, the 
titling department, and elsewhere. 

The casting director reads the script and selects 
the types for the story to support the star. In many 
instances the star and the director arc consulted on 
this also, depending in a measure upon the perron- 
ality of the star and the director. 

The production department arranges for the In- 
terior lets necessary and for the c.vterior locations; 
and estimates the cost of the production Including 
the cost of the cast, the cost of sets, the lalirici of 
the cast, director, ttory, continuity, etc. This depart- 
ment iludies the script for the properties, that is, the 
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furnishings of rooms, and all odicr items necessary 
for the business and the upbuilding of the drama. 
The assistant director has a script in order to be able 
to lay out the daily work for the director. There 
are ajotaljiumber of scenes to be shot and it is the 
work of the director and his assistant to so divide the 
stoiy in continuity that a certain number of scenes 
Jin similar locations can be photographed every day, 
thus saving long jumps here and there and waste of 
time. Often the very end of the story will be photo- 
graphed hrst and the beginning will be the last se- 
quence to be shot. 

After the work of production starts, the director 
and his assistants see the dally “rushes,” that is, every 
evening they congregate in one of the many projec- 
tion rooms of the studio and see the positive prints 
of the negative photographed the day before on the 
screen. Thus, with technical experts with them they 
are able to judge whether the photography is good 
or badj whether the light is good or bad, if the make, 
up of the characters is realistic, and whether the sett 
are all that should be desired. Very often “retakes” 
arc ordered because of bad photography, etc. 

As the director progresses with his work, and a 
five reel picture should be completed in from four 
to six weeks, the film editor starts to work assembling 
the sample positive print. In this sample positive 
print the sketch titles, that is, the original titles from 
the continuity are inserted. For a five reel program 
picture the commercial length is approximately 
forty-six hundred feet Very frequently the director 
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will expose ten to twcniy-fivc thousand feet o/ film. 
When all this material is assembled, the best photo- 
graphic shots of the two cameras usually used arc 
chosen and the entire production is run in what is 
called "first cut” or "rough assembly.” This may be 
seven or eight thousand feet in length. 

Now the film editor and the title editor start to 
work cutting down this positive, writing finished 
titles, for the titles as contained in the continuity are 
rarely retained in their first form; and in the end 
Ebenezer Moon's masterpiece, "Playthings of Fate,” 
appears under a new main title, and when Mr. Moon 
sees the picture he is at a Joss to know what, if any- 
thing, remains of his story which the film company 
purchased. 

After the production is passed in its finished state 
by the editor of the studio, the sample prints and the 
negative arc sometimes shipped to the New York 
office of the company, where they arc again victved 
and minor changes made; or, if the production does 
not suit, it is sent back to the studio for changes or 
retakes. Then prints arc made from the original 
negative and distributed to the film c.xchangc5 of the 
company. 

The popularity of the star determines the number 
of prints which are made primarily. Each exchange 
may get one print or it may get tu'o or more. Oc- 
casionally a picture proves more popular than was 
expected and then additional prints must be made 
from time to time. The owner of the moving-picture 
theatre goes to the exchange and views the picture 
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and “books” it for a certain rental sum. This rental 
also depends upon the popularity of the star, the more 
popular star with an enormous drawing power natur- 
ally costing the exhibitor more rental than the usual 
program picture star. 

When the picture is finally presented in the Idle 
Hour Theatre in Pleasant Grove and Mr. Moon and 
his admiring friends view it, his name appears under 
the title of the picture as author. This is a custom 
invariably followed, no matter what radical changes 
have been made in the original idea. 

And this is the history of the gyrations of the mov- 
ing-picture story from the time it reaches the moving- 
picture studio until it appears on the screen. 
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will tipoic icn li, hrcnty-fifc ll.ouMnil (k! of film. 
»»ncn all ifijj matcfijj {« a;icmbtftl, the bcitph^to- 
ilioti of ilic t%vo cameras usually used are 
choicn and the crstire productfon :s run In whirls 
called "firir cut” or "fouch assembly." This may be 
icven or eiKht thousand feet in length. 

Nosv the fdm editor and the tide editor start to 
svotk cuttinfj down this positive, writing finished 
titles, for the titles as contained in the cooiinulcy are 
rarely retained in their first form; and in the end 
libeneeer Moon’s masterpiece, "Playthings of Fate," 
appears under a new mam title, and svhen Mr. Moon 
fe« the picture he is at a loss to know what, if aay* 
thing, remains of hii story which the film company 
purchased. 

After the production is passed in its finished state 
by the editor of the studio, the sample prints and the 
negative arc sometimes shipped to the New York 
office of the company, where they are again viewed 
and minor changes made; or, if the production does 
not suit, it is sent back to the studio for changes or 
retakes. Then prints arc made from the original 
negative and distributed to the film exchanges of the 
company. 

The popularity of the star determines the number 
of prints which arc made primarily. Each exchange 
may get one print or it may get two or more. Oc- 
casionally a picture proves more popular than was 
expected and then additional prints must be made 
from time to time. The owner of the moving-pi«nt® 
theatre goes to the exchange and view’s the picture 
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and “books” it for a certain rental sum. This rental 
also depends upon the popularity of the star, the more 
popular star with an enormous drawing power natur- 
ally costing the exhibitor more rental than the usual 
program picture star. 

When the picture is finally presented in the Idle 
Hour Theatre in Pleasant Grove and Mr. Moon and 
his admiring friends view it, his name appears under 
the title of the picture as author. This is a custom 
invariably followed, no matter what radical changes 
have been made in the original idea. 

And this is the history of the gyrations of the mov- 
ing-picture story from the lime it reaches the moving- 
picture studio until it appears on the screen. 




Chapter XVIII 


THE LANGUAGE OF THE SCREEN 

T he worker in the motion-picture studio has a', 
lexicon all his own, a parlance comparatively 
newly coined but in common use among those en- 
gaged in the writing and producing of motion pic- 
tures. To begin with, although the very industry 
is founded upon the photographic art, yet seldom 
docs one hear the word photography used. When 
the camera man goes forth with the director and his 
company to photograph scenes for a motion picture, 
in the language of the studio he "shoots” the scenes. 
And when the photographing of the picture has been 
completed it has been "shot.” If an inquiry is made 
for some member of a company at a studio the reply 
is given that so and so’s company is “shooting" to- 
day, or that "shooting” has been finished. 

When the members of a motion-picture company 
are engaged in photographing a picture at the studio, 
they are said to be "shooting on the lot” When 
they are absent at some distant point perhaps photo- 
graphing certain scenes /or a picture, they arc "on 
location.” 

A great deal of theatrical parlance has been 
handed down to the motion-picture industry for the 
reason that the majority of the directors of motion 
pictures arc former directors of the spoken drams, it 
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are a majority of the morion-picture supporting casts 
of today. 

Invariably a man who plays a villain’s role is 
known as a “heavy.” The roan or woman who plays 
the leading heroic part is known as the male or fe- 
male “lead," The leading fun maker, man or 
woman, supplying the real or alleged humor, is 
known as the “comedy lead," etc. 

There is an invisible but none the less distinct line 
drawn between the professional and other players in 
a motion picture. In the studio the “old stagers,” as 
they call themselves, that is, the actors and actresses 
who have had long experience in the spoken drama 
before the motion picture became universally pop- 
ular, have an aristocracy among themselves. Their 
contempt for the actor in the motion-picture drama 
who has had no stage experience may be hidden but 
it is no less real. Their attitude is something akin 
to that of the professional baseball player in the big 
leagues who is said to work better and have more 
confidence in and respect for a manager who has been 
on the big circuit than for one svho has come up from 
the bush leagues and has never played in the big 
leagues. It is true there are a number of motion- 
picture stars in the business today who have never 
played in the spoken drama- These arc mostly of 
the feminine sex and have made their way upward 
in the celluloid drama because of striking photo- 
graphic qualiries and wonderful screen personality. 
It is a fact, however, that such stan are ahva)-s sur- 
rounded by a carefully selected supporting cast com- 
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company in “The Bells” and also In the United States 
at the head of his own company. King Baggot, now 
a director, formerly a motion-picture star, started in 
the spoken drama. Ernest C. Warde, son of the 
sturdy old tragedian, Frederick Warde, played 
for years in his father’s company before becoming a 
motion-picture director. Fred Niblo and others too 
numerous to mention were former actors or stage 
directors. The late Sidney Drew was a striking ex- 
ample of the value of stage experience being brought 
to the screen. The Drew comedies gained in popu- 
larity daily. This was in no small measure attrib- 
utable to the art and knoxviedge and experience of 
Mr. Drew, who aided in directing as well as playing 
the lead in his own comedies. When Sidney Drew 
passed away the screen sustained a distinct loss from 
a standpoint of wholesome humor. 

In a motion-picture studio and among the writers 
the scenario is referred to as the “continuity” or as 
the “script." The director and actors more frequently 
use the word “script,” while the writer of the scenario 
mentions his “treatment,” his “development,” his 
“climaxes," etc. The .director usually refers to all 
these items as “business.” The incidental business 
or little couches so often seen in the picture are 
"gags.” 

The captions or subtitles inserted in the picture 
are rarely alluded to by the title writer as such. 
They are known as “titles” or “lines." 

When a picture is finally approved by the experts 
in the projection room, the highest term of praise is 
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that it "goes fast,” meaning that there is plenty of 
action and sustained interest to carry the production 
through. 

Some of the abbreviations and terms used in con- 
tinuity and in connection with the "shooting” of 
same arc as follows; 

A "closcup” or "C.U.” In a script means that the 
camera is moved close to the character being photo* 
graphed. The "medium closcup” or "Med. C.U.” 
means photographing the character or the set with 
the camera set at a medium distance. The "long 
shot” is used when scenes are taken some distance 
away; the "very long shot” is Just what the term 
implies, a distant view photographed. The “fade 
in” and "fade out” means fading gradually from one 
scene into another; and the "iris in” and "iris out” are 
the same e.rcept that the iris shot is shown first a full 
view and gradually becomes smaller until it disap- 
pears. An iris shot is usually used to end a sequence 
in a play or to denote a lapse of time. To "dissolve” 
signifies to gradually change the scene from one thing 
to another without disappearing from the screen and 
is used when a character has, perhaps, had a dream 
or vision, or goes back to tell a story which happened 
previous to the action of the picture. "Double ex- 
posure” is expert photography, a long process, call- 
ing for artistic ability, used by the camera man when 
the same character enacts two roles, usually having 
to do with mistaken identity. In such plays as Du- 
mas’ "The Corsican Brothers,” "The Great Imper- 
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sonatlon,” “The Masquerader, ” etc., double exposure 
is essential. 

A “flash'* in a continuity means three to five feet of 
film used to “cut back” to keep in the mind of the 
audience some action or some character -which if is 
proposed to bring in later at the climax. A “run 
by,” never used in continuity, but an expression used 
in the film editing department, is along the same line, 
a “chase scene,” etc., to be cut in between certain 
sequences. 

“Int.” on the continuity means interior scenes, and 
“Ext.” means exterior scenes. Letters, telegrams, 
newspapers, books or anything of the sort shown in 
a flash by themselves are known as “inserts.” 
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TITLING A SEPARATE JOB 


Subtitles in motion picture labor under several 
names, including “lines,” “captions,” “titles,” “lead- 
ers,” etc. The expressions “titles” or “lines” are the 
most favored by the professionals. “That’s a good 
line” or “It is a good title” are the more usual com- 
ments when an expressive title is written or read. 

There arc opportunities for the free-lance writer 
to become a movie title writer. The profession is 
well paid, but a long course of studio training is es- 
sential. No outsider can succeed in writing movie 
titles unless he has knowledge of studio conditions 
and has the opportunity to work alongside the di- 
rector and the film editor. The title editor is be- 
coming more and more recognized as a vitally im- 
portant cog in the machinery of motion-picture pro- 
duction, and he has finally received the credit so long 
denied him. 

Expressive and rather “fine” writing is essential for 
motion-picture titles. A sense of the dramatic and 
a knowledge of continuity is also required. Anyone 
can write the trite and stock titles, such as “Next 
day,” “That night," “When the shadows of evening 
fell,” etc., but it takes a resourceful tiller to originate 
new lines just as expressive and as readily under- 
stood, but getting away from the stereotyped. 

The writer of film titles must cs’cr bear in mind 
that the audiences who pay to see the production he 
titles arc “mixed” audiences. By this we mean that 
both the educated and uneducated throng the movie 
theatres and the task of the title writer is to strike 
a happy medium—to present titles that will be read- 
ies 
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names, including “lines,” “captions,” "titles,” "lead- 
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line" or “It is a good title" arc the more usual com- 
ments when an expressive title is written or read. 
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well paid, but a long course of studio training is es- 
sential. No outsider can succeed in writing movie 
titles unless he has knowledge of studio conditions 
and has the opportunity to work alongside the di- 
rector and the film editor. The title editor is be- 
coming more and more recognized as a vitally im- 
portant cog in the machinery of motion-picture pro- 
doction, and he has finally received the credit so long 
denied him. 

Expressive and rather “fine” writing is essential for 
motion-picture titles. A sense of the dramatic and 
a knowledge of continuity is also required. Anyone 
can write the trite and stock titles, such as “Next 
day,” “That night,” “When the shadows of evening 
fell,” etc., but it takes a resourceful tiller to originate 
new lines just as expressive and as readily under- 
stood, but getting away from the stereotyped. 

The writer of film titles must ever bear in mind 
that the audiences who pay to sec the production he 
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less radical changes In the script, which either elim- 
inates titles or necessitates more titles, or changes 
those already written in. Then the film editor must 
trim the completed film to commercial footage, 
which fact also demands changes in titles. Whole 
sequences may be lifted out of the story; a new end- 
ing originated; scenes cut out or switched around; 
and, in the end, the completed product would indeed 
be strange and startling had the titles originally ap- 
pearing in the continuity been retained. 

After the production is completed the film is in- 
variably hundreds of feet over commercial length, 
“Sketch titles," meaning the titles in the original con- 
tinuity, arc introduced into the picture, which is then 
viewed by the director, the film editor, and the title 
writer. Suggestions for shaping up the production, 
eliminating dragging scenes and sequences are dis- 
cussed and perhaps another set of sketch titles are 
prepared by the title writer. In the end the title 
department supplies an entirely new set of titles to 
carry along, develop and cover the edited production. 

The “art” titles, or titles with hand-drawn letters 
and pictorial embellishments, and the animated titles, 
formerly so favored by the producer, ace slowly but 
surely giving way again to the good old plain let- 
tered titles without artistic accompaniment. There 
IS a mighty good theory on the part of some producers 
that the plainly lettered title devoid of "art” or the 
trick photography is better calculated to carry along 
the story, for, after all, the play is the thing! 
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reproduced and which appeared as feature plays 
some years ago. These include: 

“The House of a Thousand Candles” 

“The Rosary” 

“The Prince Chap” 

“The Garden of Allah” 

and many others. These are mentioned to give the 
reader an insight into the fact that if the producer 
were not short of proper story material he would not 
be willing to pay good money for stories that had 
previously appeared in celluloid. 

The demand is now and will be in the future for 
original stories for the motiompicturc screen. There 
can be nothing else but such a demand, for, as already 
Slated, the volume of new books and short stories con- 
taining sufficient action is limited, and the screen 
must have plot material. 

Of course, every successful writer writes original 
stories. In our allusions to the “original” writer or 
the “original” story, we mean the beginner, the “out- 
sider,” as it were, the writer who has, perhaps, no 
literary experience, or fame, but who possesses the 
talent to plot. 

Despite the fact that the short story writer and 
the novelist of today are writing with a canny eye di- 
rected toward the motion-picture screen — and much 
of the literary output of the present day is suffering 
in consequence — the fact remains that the field for the 
original writer is, indeed, an unlimited one. The 
day is here when literary reputation will not count 
so much as what the writer can deliver. 
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Try to avoid word palming, such as “The sun peeped 
over the brow of the distant hill, and it was dawn.” 
The editor does not care whether it is dawn or not. 
What he is interested in is your dramatic idea, or 
plot It is well to give the editor an insight into 
the environment or locale of your story, whether, 
for instance, it is a rural or an urban drama. 

What we are trying to bring out is that it is not 
essential to attempt fine writing. Only try to get 
your plot on paper in a comprehensive manner. Try 
to visualize it so that the editor can also visualize it- 
There is such a thing as a “synopsis continuity.” 
But in the opinion of the author, this should not be 
attempted by the beginner in screen writing. A 
SiTJopsis continuity consists of a story synopsis in 
steps. Thar is, paragraph by paragraph, attempting 
to develop and prolong and emphasize the dramatic 
value of the plot. This attempt is beneficial to those 
who have had experience in motion-picture studios, 
and who can appreciate the salient points of a step 
synopsis. Others are likely to emphasize non-essen- 
tials and thus to lose the real dramatic value of their 
idea in their effort to write a step synopsis. A synop- 
sis continuity would never be produced as such when 
submitted by the free-lance writer. 

It is well to write your story in a businesslike way, 
refraining from any technicalities, or attempts^at 
something which can only be successfully presented 
after long experience in this particular field. 

And remember that to successfully market your 
goods it is necessary to study the market Read the 
1 » 
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motion-picture trade journals. Go to the theatre and 
study the characteristics and mannerisms of the 
motion-picture stars. The time has arrircd when 
a general plot suitable for an all-star cast is accept- 
able. But the “star system” will still be in effect and 
the star must have story material, so this field offers 
a bigger market 

If you will watch the work of the leading motion- 
picturestars, you will sec that they have their strength 
and their weakness. You will notice how situations 
are built for them and after a time will, perhaps, 
notice that In many instances these situations carry a 
similarity. To put it mildly, many of our motion- 
picture stars have their limitations, and their stories 
are governed by this. 

It is well to carry a note book with you to the 
theatre. Watch the picture first with a view to em- 
bracing the story, plot and atmosphere. Stay for 
another presentation. In this make notes at to the 
number of principals engaged; of how they make 
their entrances and c.Ti(s; of how climaxes are built 
up; of how ibe plot and the atmosphere is handled. 

It might be well to try to understand the number of 
scenes and their length; the closeups and other details 
of technique. You will find this the best education In 
the world svhen it comes to gaining a comprcheniire 
knowledge of the motion-picture story. 

The great weakness of the beginner in molion- 
piefure writing is (hat he or she ii influenced too 
much by what has been seen on the screen. We know 
that c majority of the plots submitted are reminisf enr 
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of motion-picture stories that have gone before, and 
as such are readily recognized by the editor. Of 
course, there is nothing new under the sun, but the 
thing to do is to get a new twist or turn to an old 
situation, and thus by freshness and originality ap- 
peal to the mind of the editor- 


195 




PffOTOPLAY WRITING 


motion-picmre trade journalj. Go to the theatre and 
itudy the characteristics and mannerisms of the 
motion-picture stars. The time has arriyed when 
a general plot suitable far an all-star cast Is accept- 
able. But the “star system” will still be in effect and 
the star must have story material, so this field offers 
a bigger market. 

If you will watch the work of the leading motion- 
picture stars, you will see that they have their strength 
and their weakness. You will notice how situations 
are built for them and after a time will, perhaps, 
notice that in many instances these situations carry a 
similarity. To put it mildly, many of our motion- 
picture stars have their limitations, and their stories 
are governed by this. 

It is well to carry a note book with you to the 
theatre. Watch the picture first with a view to em- 
bracing the story, plot and atmosphere. Slay for 
another presentation. In this make notes as to the 
number of principals engaged ; of how they make 
their entrances and exits; of how climaxes are built 
up; of how (he plot and the atmosphere is handled. 

It might be well to try to understand the number of 
scenes and their length; the closeups and other details 
of technique. You will find this the best education in 
the world when it comes to gaining a comprehensive 
knowledge of the motion-picture story. 

The great weakness of the beginner in motion- 
picture writing is that he or she is influenced too 
much by what has been seen on the screen. We knmv 
that a nia/ority of the plots submitted are remmlseent 
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of motion-picture stories that have gone before, and 
as such are readily recognized by the editor. Of 
course, there is nothing new under the sun, but the 
thing to do U to get a new twUt or turn to an old 
situation, and thus by freshness and originality ap- 
peal to the mind of the editor. 
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HOW AND WHERE TO SELL YOUR 
SCENARIOS 

D ON’T be afraid to try to sell your owa scenarios. 

And don’t let just anybody with money enough 
to insert an advertisement in a magazine or news- 
paper take money from you under the pretense of 
being able to sell your stories. 

There arc reliable literary agents, but as a rule 
they handle only the work of established writers. 
Some of them will undertake to market the stories 
of writers of fiction who are just bcginnc« in the 
literary game, and show promise. 

You can sell your own stories, however. Make a 
careful study of the screen, so that you know what 
type of story the various producing companies use. 
For instance, Famous Playcrs-Lasky has used many 
pictures with a society background, for Gloria Swan- 
son, Ethel Clayton and Betty Compson ; it has used 
clever comedy dramas verging on the serious for 
Wallace Reid and Thomas Mcighan, and some 
stories wth more vivid backgrounds for Dorothy 
Dalton. It has used westerns for Bill Hart, and 
and has made no serials or slapstick comedies. 

Universal has offered a better field for the outside 
writer, since it makes many short pictures, and screens 
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stories of great variety, from the big emotional ones 
done by Priscilla Dean to comedies and short 
westerns. 

Note the name of the organization which releases 
a picture — it will be given on the film before the 
picture actually begins. Then if the picture is based 
on the type of story that you can do best, get the ad- 
dress of that company and submit your story to its 
scenario writer. 

You will find that a good trade journal is a great 
help in marketing, as it will enable you to keep track 
of the companies that are producing and the type of 
picture which they have found most successful. 

The better known trade journals include the Ex- 
hibitors Herald of Chicago, The Moving Picture 
World, the Motion Picture News, the Exhibitors 
Trade Review, and the Exhibitors Herald of New 
York City. There are a number of minor publica- 
tions devoted strictly to the interests of motion pic- 
tures, but many of these arc merely organs present- 
ing the advantages of some correspondence coune 
and arc not, perhaps, so instructive. Some do en- 
deavor to present market conditions from week to 
Week, or month to month, but from our experience in 
looking over some of these, the information is not 
always correct and too often is misleading. The trade 
journals are entirely unbiased and are circulated not 
$0 much for public consumption as for the editors, 
directors, technicians, writers and others active in the 
motion picture profession, ' *’"ice,arc^of more 
value to you. 
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viral of the story and the color and atmosphere that 
had been done six or seven years prerious, but for- 
gotten by the later picture fans, to whom the Indian! 
and the early pioneer life in the west was a rch’cf 
from the monotony of the society drama. 

The year 1921 witnessed a waning of the popn- 
larit}' of the cowboy film, including the feature 
with the cowboy hero, and the two-red western. 
They had been popular for years, particnlarlr for 
foreign sale, where many in England and France be- 
lieve that the cowboy with his six-shooter and the 
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HOW AND WHERE TO SELL ,YOUR SCENARIO 


“something different” is always devoutly wished for 
by the scenario editor, and even if your story is not 
in the environment desired at that particular time, 
its freshness and originality and the fact that it Is 
far away from the stereotyped may insure its sale. 
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Chapter XXII 

HONESTV THE GOVERNING POLICT 

P hotoplay writers, particularly beginners in 
the artj seem to be obsessed with the idea that 
the scenario editor is continually on the lookout for 
something he can steal. The writer is very suspicious 
that the film producing company will steal plots sub- 
mitted to them for sale. 

We have mentioned before that if the writer sub- 
mits his material to standard concerns, companies 
having a good reputation and rating, his stories are 
perfectly safe, as much so as if they were submitted 
to a magazine or book editor. 0/ course, in the film 
world there are numerous “fly by night” producing 
companies which spring up like mushrooms, and if 
the beginner sends his material to them it sometimes 
means that his manuscripts will be lost, ignored, or, 
if the idea appeals, it may be filched. 

The writer should remember that there arc mil- 
lions of dollars back of the leading film producing 
companies of today, and that hundreds of thousands 
of dollars are frequently spent upon a single produc- 
tion. When he considers this, the writer will know 
that the one hundred or five hundred dollars paid 
him for an idea is one of the smallest items in the 
making of a picture. He should also give the mo- 
tion picture editor the benefit of the doubt in the 
matter of brains. If the editor gets an e.xtraordin- 
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arily good plot from an outside writer, particularly 
one hitherto unknown to him, it is but good business 
for that editor to foster and encourage the work of 
the writer and not coolly appropriate his idea, which 
V70uld mean only discouragement to the source of 
output and an abrupt termination of relations be- 
tween the editor and the promising beginner. Film 
scenario editors of today are experienced men and 
■women persons having not only experience but years 
of education in the business ivhich is not now so new. 
They know that the best interests of their companies 
*re conserved by their discovering and encouraging 
unknown talent, if such talent is at all available. 

Then, too, the sum paid for the story would amount 
to far less than would the expense to which the com- 
pany would be put if the story was stolen and pro- 
uced, and the author then sued the company for 
* ®*hng his story. It is far cheaper to pay a good 

e have known instances where unknown writers 
fir '^‘jted stories and were paid sums ranging from 
ty dollars to two hundred and fifty dollars for 
manuscripts which were not usable for motion pic- 
re production. The reason for this is that the 
itor had discovered unusual plotting ability on the 
of unknown writer and, with the permission 

* Swieral manager of his company he bought the 
CO author a check along with an en- 

uraging letter, for the sole purpose of obtaining 
fool* u wfiter’s output This action is not so 
as It might seem at first consideration. The 
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editor, an experienced one, after a careful study of 
the writer’s manuscript, was sure that he had unusual 
talent for scenario writing. He knew from the au- 
thor’s own statement that this was his first attempt in 
motion picture tvritinp:, and that by his sending that 
author a modest check and thus getting on a personal 
friendship basis with him by means of correspond- 
ence, he would be assured of the later work of this 
pacltcular writer, which, after careful coaching and 
encouragment, would be especially suitable for some 
particular star. In other words, this editor discov- 
ered talent and at the same time instilled loyalty to 
his firm by a fifty or a one hundred dollar check. 

The experienced worker in the literary vineyard, 
whether it be short stories, books or morion picture 
phys, knows there is nothing new under the sun. He 
knoivs there arc only a certain number of plots and 
that they have all been done many times. Delilah 
"vamped” Samson long before motion pictures were 
made. The Bible presents the ‘‘eternal mangle,” the 
prodigal son and many other ideas which arc made 
into motion picture plays today, All the new writer 
can hope to do is to get some new’ twist or turn to an 
old situation and thus embellish the standard plot 
Taking these facts into consideration, is it any 
wonder that we sec so much similarity of plot? And 
when some ambitious writer conceives a brilliant plot 
containing uvo men and one w'oman or two women 
and one man, submits it to an editor and receives in 
time a rejection slip, he may aftenvards see some- 
thing similar on the screen, but he should not jump 
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to the conclusion that his plot has been stolen, added 
to, produced, and he cheated out of his just remunera- 
tion. 

The author has handled thousands of manuscripts 
and can truthfully say that many stories received at 
the studios are startlingly similar. In one day t\vo 
manuscripts may come Into the studio from widely 
separated places, carrying similar main titles and 
containing much of the same material, even to the lo. 
cale of the story. We have seen this happen time 
and again. 

While the outside contributors arc sometimes sus- 
picious and proclaim that the motion picture com- 
panies are not entirely honest, what about the honesty 
of the author himself? Any editor will tell you that 
where there is one producing firm or publishing 
company which stoops to dishonesty, there ate hun- 
dreds of thousands of writers, good, bad and indiffer- 
ent, who must constantly be watched. This rule does 
not apply to the amateur writer alone. We can cite 
many instances where authors of wide reputation 
have been seemingly tempted and have fallen for 
methods not altogether honest or honorable. We ate 
glad to say that such authors arc decidedly in the min- 
ority, but there are a considerable few who are more 
or less in the bad graces of film editon, simply be- 
cause the editors arc fearful that their work is not 
to be entirely trusted. 

There is one well known tvriter of motion picture 
plots who is particularly partial to western material, 
and who has submitted ostensibly original stories 
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which contain some of the best situations from the 
books of Jack London, Rex Beach, Zaae Grey and 
others, and in his continuity this writer does not hesi- 
tate to borrow subtitles and paragraphs from the 
works of the above and other writers of western 
stories. 

Writers of this class are considered dangerous for 
the reason that the film editor, not having read every- 
thing in the world, is afraid that no matter how good 
the plot may be, some of it has been “borrowed” to 
put it mildly, and if such material were screened it 
might mean legal difficulties. 

There are other authors, more or less prominent, 
who borrow freely from the old time classics, includ- 
ing works of Scott, Dickens, Thackeray, etc. There 
is no particular objection to this class of borrowing 
for these works have long been out of copyright, but 
the film editor feels that money expended for these 
thinly disguised plots is not well spent, for he can 
himself borrow just as readily from these old authors 
and rebuild the story with the aid of his salaried 
staff. 

When the beginner, or the professional writer for 
that matter, compliments himself that he has “put 
one over” on the scenario editor in submitting 
Charles Dickens’ “Great Expectations” under an- 
other title, changing the names of the characters and 
bringing the plot up to date, and asking txventy five 
hundred dollars for the purloined story, he is usually 
mistaken. In this day and age the scenario 
probably has as much and even more knowledge o 
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the world’s literature than the writer who attempts 
to deceive him. 

And when submitting manuscripts either to a pub- 
lishing house or to a film editor, be ethical. There 
arc some unwritten rules in the submitting of a 
manuscript and one is not to submit the same story to 
several firms simultaneously. Many beginners do 
this and it is a mistake. Should their methods be- 
come known to the editors and readers it detracts 
from their future opportunities for selling stories. 
And the writer who follows this policy soon becomes 
known to the different editors, for there is a sort of 
free masonry among them when it comes to a ques- 
tion of writers who violate the rules of the literary 
game. 

Here is an instance of the trouble which may re- 
sult from the submission of one story to two produc- 
ing companies at the same time. Not long ago a 
certain writer wrote a good western story. He made 
copies of his manuscript and submitted it to two film 
producing companies at the same time, changing only 
the main title. One motion picture company needed 
a story quickly for their star so they put the story 
into production and then started negotiations with 
the author for its purchase. The other company also 
liked the story and began to negotiate for its pur- 
chase. The author, perhaps frightened because of 
the way he had marketed his wares, or wishing to 
bid one company against the other for its sale, did 
not promptly divulge what he had done. The two 
stars for whom stories were desired and for whom 
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into his sanctum to explain to him their latest and 
most brilliant plot idea. The beginner in scenario 
writing may pride himself on the fact that he is not 
this species of pest. The writer who acts his story all 
over the private office of the editor, takes up a great 
deal of the valuable time of the editor. 

This sort of writer also lurks in the hotel lobbys 
of Los Angeles and New York, ready to pounce upon 
the unsuspecting editor and relate to him his latest 
story. 
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enfold logically — all things that you can learn from 
carefully studying this book. 

Possibly the tuition fee will include criticism of a 
certain number of scenarios also. This is valuable, 
of course, if the critics arc persons who know their 
business. ' ' f 

But here we come back to a point mentioned some 
time ago— -be sure that the course on which you de- 
cide is given by reliable people. Many such adver- 
tised courses are given by “Mr. So-and-so who has 
been a director for years.” That’s just what he prob- 
ably has been— a director for years, rather than for a 
producing organization, or for the public. If he was 
a director who really knew his business, he’d still be 
directing, at a good salary, instead of trying to get 
would-be scenario writers to give hint their money. 

This does not mean that all courses in scenario 
writing are fakes— far from it. There are several 
very good ones, given by good teachers, and worth 
the money asked for them. But none of them can 
actually make you a scenario writer, as I have said 
before. So, no matter how good your teacher is, you 
may be disappointed when you finish. 

The courses which promise to sell your stories are 
not likely to be reliable. They can try to sell your 
stories, but that is all they can do. They can submit 
them to scenario editors and await a verdict You 
can do that yourself. 

So you sec, after all, it comes back to one thing — 
you, and your own ability to write. If you know a 
plot when you meet one, and can handle it well, you 
2IS 
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Chapter XXIV 

THE VALUE OF ORGANIZATIONS. 

F orming of littlc societies or circles by am- 
bitious writers for the purpose of discussing 
screen work, has been found to be very benehcial. 
Such organizations have flourished since the Ycry 
beginning of the motion picture industry. We re- 
member in 1913 the formation of the “Inquest Club,” 
originated by E. Winihrop Sargent, then a staff 
writer for the old Lubin Film Mfg. Company, now 
staff writer for the Motion Picture World. He 
conceived the idea of getting together the ambitious 
authors of that vicinity and meeting monthly at a 
certain Bohemian restaurant in New York, where 
discussions of the motion picture plays and the 
writers thereof were held. 

So far as we know, the Inquest Club was the first 
regular gathering of the writers of film plays, real 
and near, ever held. Since that time similar organi- 
zations have come and gone and today there are num- 
bers flourishing, principally in New York and Los 
Angeles, the centers of the film world. The Authors’ 
League and the Screen Writers’ Guild arc important 
organizations having the interests and benefit of 
screen writers at heart. In these last two, however, 
only recognized authors are eligible to membenhip. 

Perhaps in your tity or town there arc one or more 
men and women who arc striving hard for success in 
motion picture play writing. Maybe you know them 
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by name. Even a little notice inserted In one of the 
nc^vspapers might pul you in touch with such per* 
sons. By holding a meeting and forming a little 
circle or society for the furtherment of your mutual 
aims, you will find that a great deal of benefit may 
be derived from this form of co-operation. 

In Los Angeles there is a club composed of ama- 
teur writers called “The Photoplaywrights.” A few 
months after its formation, its members totalled close 
to one hundred. This club, of coursCy has the great 
advantage of location and it is not difficult for them 
to have a speaker for one evening a month. Some- 
times a well known director spends an evening with 
them upon their invitation and gives them a little 
talk on the kind of picture stories he likes. At an- 
other time an editor from one of the studios, or a suc- 
cessful writer of motion picture stories is the guest 
of the evening. The editor tells them what he needs 
most at the time; or the author gives thein a little 
inside information on how, when or why he suc- 
ceeded in selling a story to a certain producing com- 
pany. 

The Program Committee of the PhotopIaywn'ghls 
has in its hands the mapping out of the program of 
work from week to week. One week the members 
will be requested to see a certain picture, which at 
the next meeting will be the the sub/ect of discussion. 
The picture is dissected from a story standpoint an- 
alyzed and criticized in an endeavor to find out just 
why the story was bought aod what qualities it pos- 
sessed for the making of a successful picture. 
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Another form of class work is the writing of a 
story around a given plot, or a certain situation. 
Each member is required to turn in a story embrac- 
ing the selected plot, or situation. These are read 
and freely criticized and, if possible, a composite 
story is made, taking the best of several class stories, 
in the hope of getting something good enough to be 
salable. If such a story is marketed, of course, the 
money goes into the club treasury. 

You will find that the benefits derived from the 
organization of the photoplay writers in your city 
or town will be very far reaching. As previously 
stated, you may not be fortunate enough to hear lec- 
tures from authorities in the film industry, but you 
can follow the rest of the class work just as advan- 
tageously. You can visit the theatres, discuss the 
pictures} and exchange ideas on the plots you may 
yourself have in mind or be at work upon; and you 
will get the same inspiration from the united effort 
as if your club had its home in New York or Los 
Angeles. 

The scenario departments of many of the big film 
companies have found that two heads or three heads 
arc better than one, when it comes to concentrating 
upon a motion picture plot. When J. A. Berst was 
vice-president and general manager of The Pathe 
Company in New York City he engaged twelve men 
and women, people of ability, and gave them large 
salaries to do nothing but sit around a table in the 
scenario department office and discuss, criticize and 
suggest new business for the stories and continuities 
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which were being purchased for Pathc pictures. As 
I recall the personnel of that committee it included 
such writers and authors as, Arthur Rccycs, Chas. A. 
Logue, Wallace C. Clifton, Agnes Johnson, Mark 
Edmund Jones, John Grey, Gilson Willetts, Luclcn 
Hubbard, Bertram Milhauser, Frank Smith, Ouida 
Bergcre, Charles Sarver, and others. 

Frequently one of the members of this group 
would write a continuity on order, but the majority 
of these men and women, and others as the committee 
changed from time to time, devoted most of their 
time and energy to discussion and the endeavor to 
better the motion picture story or scenario intended 
for production. 

So you see that the method of co-operation is not 
a new one in the motion picture Industry, and if the 
idea is good enough to have a film company c.tpend 
enormous sums w'cckly upon, it is good enough for 
the amateur writer to follow. 

We would suggest that you get in touch w'ith the 
writcra in your vicinity, form your club, start your 
discussions— and write. The study of a few standard 
books dealing with motion picture play writing and 
other angles of the industry is also well worth while, 
providing such works arc from the pens of authors 
of experience. 
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Chapter XXV 

A WORD IN CONCLUSION 

T he motion picture story is not a written story, 
but a rewritten story. Contrary to the popu- 
lar conception, the compiling of a motion picture 
story is not writing in the literary sense of the word. 
It does not depend so much upon word painting, 
dialogue and tricks of the literary craft as it does 
upon visualizing action as It is, and wetting action, 
and atmospheric color. 

We remember when even the word “Photoplay” 
was a storm center of criticism, for the word 
v/as coined not many years ago, when the Es- 
sanay Film Company of Chicago, then one of the 
units of the old General Film Company, proposed a 
contest on the best name for a motion picture story. 
Thousands of names were submitted, out of which 
the prize name chosen was photoplay. Immediately 
some of the critics of the motion picture trade jour- 
nals of that period, and others interested in the in- 
dustry, opposed the name “photoplay” for various 
reasons, ranging from the argument that the motion 
picture story was not a play in the real sense of the 
word, down to the criticism that this was a trite and 
undignified appellation for the silent drama. Just 
the same the new word was coined, and so long as 
the motion picture is popular, just so long will the 
name photoplay be popular. 

The writing of a photoplay is entirely unlike the 
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UTjfing of a short story. One depends u pon dicti on 
and word^p^Hng, and the o.thcr depeadsjjpon risu- 
alizatFon and action. The author of this Tolumc has 
read and analyzed thousands of manuscripts sub- 
mitted for motion pictures, and, without fear of con- 
tradiction, will state that the principal objection to 
most of the stories comes irom the author’s miscon- 
ception of the requircfnents of the screen. Many of 
the manuscripts attempt word painting, telling how 
the sun rose in the cast, etc., which is non-essential. 
The motion picture manuscript that sells is the one 
that telis action clearly and yet tersely. 

One of the best writers of motion picture plots in 
the so-called old days, when shorter subjects were in 
vogue and when a four reel production was, indeed, 
a tremendous undertaking, was a carpenter. He was 
a man who worked with his hands, but who bad the 
happy faculty of mental visualization. He could 
look at a picture on the wall and describe it in simple 
language, and his mental pictures were described in 
the same way. His_manuscripts, contained the bare 
skeleton of his idea, written in sample language, .so 
that_ editors buying for the scrcen_could_see.cIcarly 
just what was in the mind of thc_aujhor. He had the 
faculty of knowing plot value. Though he had only 
a high school education, he possessed the ability to 
put on paper his mind pictures, withau£..^owery 
rhe toric or unnecessary details, so^that those In need 
of motion-picture ^lots courd^yisualize immediately 
the stoiyjie had in niin4\. He could, so to speak, ‘ hit 
the editor behveen the eyes” with what he had to say. 

224 




A WORD IN CONCLUSION 


He thought the picture and did not strive for literary 
excellence, •which, to our mind, is the secret of suc- 
cessful writing for the motion-picture screen. 

In the old days ten dollars was the accepted price 
for a motion picture plot, and when the two-rcelers 
came into vogue, twenty-five dollars made the writer 
proud, indeed. It is Carl Laemmle, President of the 
Universal Film Mfg. Company in those halcyon days 
when the Universal was fighting the so-called Gen- 
eral Film Trust, to whom we arc indebted for raising 
of the price of motion-picture stories. Coming from 
Oshkosh, Wisconsin, to Chicago, and branching out 
from there into New York where he had a studio at 
No. 102 West loist Street, be developed many of 
the stars of the present time. Thomas Ince and Joe 
Smiley were among his directors, while King Bag* 
gott, Mary Pickford, Jack Pickford, Owen Moore, 
and other celebrities were members of his stock com* 
pany. He raised the price of the motion-picture 
story of those days from the ten dollar post office 
money order sent to the successful author to a check 
for twenty-five dollars. 

The scenario editor of the old days was also re- 
quired to write many of the continuities. We re- 
member Giles R. Warren, C. B. (Pop) Hoadlcy, 
Lawrence McClosky, Benjamin Schulbcrg, Louclla 
O. Parsons, and others who read the manuscripts of 
the aspiring authors. We also remember the ads. 
that were placed in motion-picture trade journals in 
which it was stated that twenty-five dollars would be 
paid for acceptable motion picture plots. 
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pictures, notably Colonel Wm. M. Selig of Chicago, 
were wise enough to purchase the film rights of quite 
a number of short stories and novels of ten years ago. 
These were willingly offered and there should be no 
objection today on the part of authors to the negotia- 
tions which they so cheerfully entered into a few 
years ago. 

The history of motion pictures sounds like ro- 
mance, even the details of the prices of stories. No 
longer than four years ago the author of this book 
left New York for California with “Bob Hampton 
of Placer," by Randall Parrish, and “Desert Gold," 
the Zane Grey novel, and these were both on the 
market for five hundred dollars each. The stars for 
whom these stories were intended objected to them, 
the Randall Parrish story because it was an Indian 
massacre, and “Desert Gold” because it had a sort 
of prologue. The success of these two stories two or 
three years later is but film history. They have made 
thousands and thousands of dollars for the authors 
and producers. 

The time is coming — almost here, in fact — when 
the oriffinal story will be the anchor to windward 
for the motion-picture industry. Think of it your- 
sclfl Nearly everything in the book line has been 
produced on the screen — this includes classics and 
popular novels. There is only a limited supply of 
new novels each year, and only a limited supply of 
short stories which are adapted to motion-picture 
utiliaation. Then what are we to do? The only 
thing we can do is depend upon those who can plot 
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